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The  primary  purpose  of  the  study  was  to  develop  and 

propose  an  articulation  guide  to  be  used  by  contemporary 

composers  and  performers  of  brass  music.   In  order  to 

facilitate  the  development  of  such  a  guide,  the  following 

research  question  was  formulated:   What  brass  articulations 

have  been  used  since  the  development  of  the  first  articulation 

notation?   The  following  three  hypotheses  were  formulated: 

1.  Contemporary  composers  will  demonstrate  different 
conceptions  of  how  various  brass  articulations  should  be 
notated . 

2.  Brass  performers  will  indicate  no  clear  preferences 
on  how  individual  brass  articulations  should  be  notated. 

3.  Major  conductors  will  demonstrate  a  common  practice 
of  performing  brass  articulation  notations. 

To  study  the  research  question,  articulation  practices 
from  seven  musical  areas  were  investigated.   To  test 
hypothesis  one,  a  composer  survey  was  formulated  which  asked 
72  composers  to  notate  15  separate  articulation  descriptions. 
Those  composers  who  did  not  respond  to  the  initial  survey 

xi 


were  sent  a  form  which  presented  possible  notational 
alternatives  for  the  15  articulation  descriptions.   Forty-two 
composers  completed  at  least  one  form.   To  test  hypothesis 
two,  a  performer  survey  was  formulated  from  the  results  of 
the  composer  survey  and  was  administered  to  280  of  those 
attending  the  1985  New  York  Conference  for  Brass  Scholarships. 
To  test  hypothesis  three,  recorded  musical  excerpts  from  11 
different  musical  periods  were  studied.   Passages  were  examined 
to  reveal  similarities  and  differences  of  performance  practice. 

Findings  were  as  follows.   Clear  indications  on  how  to 
tongue  notations  were  found  in  the  Baroque  Period,  the 
Classical  Period,  and  jazz.   Authorities  demonstrated  no 
consensus  for  articulations  of  any  other  musical  period. 
Hypothesis  one  was  not  rejected.   Hypothesis  two  was  rejected. 
Hypothesis  three  was  rejected. 

Based  on  the  above  findings,  a  proposed  brass  articulation 
guide  was  constructed,  including  17  articulation  notations 
and  proposed  definitions  for  each.   The  study  concluded 
that  performers  are  more  knowledgeable  about  performing 
articulations  in  17th-  and  18th-century  music  than  in  music 
of  today.   If  composers  and  performers  would  agree  on  this 
study's  17  proposed  articulation  notations,  there  would  be 
fewer  misunderstandings  on  how  music  is  to  be  performed. 
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CHAPTER  ONE 
INTRODUCTION 


The  modern  system  of  notation  became  common  practice 
during  the  13th  and  14th  centur i es ( Apel ,  1982;  Mozart,  1951). 
The  first  use  of  marks  to  modify  the  length  or  volume  or  a 
particular  note  came  around  the  year  1600,  making  it  possible 
for  musical  expression  to  be  conveyed  through  writing.   The 
first  articulation  marks  were  indications  to  violinists  on 
how  to  use  the  bow  while  playing  certain  passages.   These 
signs  to  violinists  form  the  foundation  of  articulation  no- 
tation for  most  other  instrumentalists.   Since  that  time, 
composers  and  performers  of  brass  music  have  used  these  signs 
to  aid  musical  expression  in  the  performance  of  music.   The 
problem  facing  the  musical  field  was  that  confusion  existed 
in  how  composers  and  performers  of  brass  music  interpreted 
these  articulation  notation  signs. 


Statement  of  Purpose 

Gardner  Read,  whose  Music  Notation:  A  Manual  for  Modern 
Practi  ce( 1964)  has  become  an  important  reference  for  modern 
composers,  has  written  that  the  purpose  of  articulation  signs 
is  to  give  "individual  notes  their  ultimate  meaning"(p.  56). 
There  is  evidence,  however,  of  disparity  in  the  interpreta- 
tion of  brass  articulation  notation.   Performers  and  conductors 
need  to  have  a  clear  understanding  of  composers'  intentions 
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while  composers  need  to  know  what  notations  will  produce 
desired  articulations. 

Many  contemporary  composers  have  expressed  their  dis- 
comfort with  the  ambiguity  of  standard  musical  notation. 
William  Presser  ( personal  communication,  July  5,  1984)  com- 
mented on  the  difference  between  music  written  for  wind  and 
string  players  around  the  year  1900  and  music  being  written 
now;  Alfred  Reed (personal  communication,  July  3,  1984)  com- 
plained that  the  whole  system  of  notating  music  is  inadequate 
to  express  what  some  composers  have  come  to  regard  as  proper 
material;  James  PI oyhar (personal  communication,  July  18,  1984) 
stated  that  it  is  impossible  to  adequately  identify  all  the 
various  brass  articulations,  as  many  are  taken  from  bowings, 
leaving  much  confusion  in  the  transition;  Clare  Grundman(per- 
sonal  communication,  August  11,  1984)  declared  that  he  uses 
written  descriptions,  as  articulation  notations  are  often- 
times ambiguous  and  nebulous. 

Nowhere  is  there  one  guide  which  advises  composers  on 
how  best  to  obtain  desired  articulation  effects,  while,  at 
the  same  time,  advising  performers  on  the  current  method  for 
interpreting  composer  articulation  notation  techniques.   The 
purpose  of  this  study  was  to  develop  and  propose  such  an  arti- 
culation guide  to  be  used  by  contemporary  composers  and 
performers  of  brass  music. 


Research  Question  and  Hypotheses 

In  order  to  facilitate  the  development  of  an  articulation 
guide  to  be  used  by  contemporary  composers  and  performers  of 
brass  music,  the  following  research  question  and  three  hypoth- 
eses were  formulated.   The  research  question  was  what  brass 
articulations  have  been  used  since  the  development  of  the 
first  articulation  notation?   The  three  hypotheses  were 

1.  Contemporary  composers  will  demonstrate  different 
conceptions  of  how  various  brass  articulations  should  be 
notated . 

2.  Brass  performers  will  indicate  no  clear  preferences 
on  how  individual  brass  articulations  should  be  notated. 

3.  Major  conductors  will  demonstrate  a  common  practice 
of  performing  brass  articulation  notations. 

By  studying  current  performances,  composer  and  performer 
preferences,  and  historical  imperatives,  a  guide  was  formu- 
lated which  should  help  clarify  both  writing  and  performing 
written  brass  articulation  notations. 

Significance  of  the  Study 


Concern  that  performers  follow  composer's  articulation 
notations  has  existed  for  over  two  centuries.   Johann 
Joachim  Quantz (Rei 1 ly  translation,  1966)  noted  in  his  18th- 
century  treatise  On  Playing  the  Flute  that  tonguing  on  wind 
instruments  must  always  be  used  in  conformity  with  the  aims 
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of  the  composer  in  accordance  with  his  or  her  indications  of 
slurs  and  strokes,  as  "this  puts  life  into  notes.  .  .  . 
[Articulation]  distinguishes  these  instruments  from  the  bag- 
pipe, which  is  played  without  tongu i ng"  ( Quantz ,  1966,  p.  122). 
Christian  Friedrich  Daniel  Schubart ( 1 739- 1 791 }  discussed 
both  phrasing  and  articulation  when  he  wrote,  "every   musical 
comma,  yes  every  individual  note  must  have  sharp  contours, 
and  the   staccato  must  be  well  practi ced (nothing  is  clearer 
than  a  staccato  movement),  never  mutter "( Damm,  1978,  p.  21). 

Martino(1966) ,  in  his  article  "Notation  in  Seneral-- 
Articulation  in  Particular,"  gave  excellent  reasons  for   the 
clear  use  of  articulation  notations. 

At  a  time  when  performance  cannot  always  be  supervised 
by  the  composer;  when  sufficient  rehearsal  is  economi- 
cally unfeasible;  when  a  real  rapport  between  performer 
and  composer  is  with  rare  exception  a  historical  memory; 
when  so  many  present  and  past  performance  traditions 
exi st--wi thi n  each  of  which  there  seems  to  be  so  much 
confusion  and  ignorance;  and  when  there  exists  so  many 
compositional  attitudes,  past  and  present,  within  the" 
latter  of  which  the  symbiologies  associated  with  those 
many  performance  traditions  are  indiscriminately  mixed 
and  applied--at  such  a  time  our  responsibility  to  no- 
tation is  greater  than  it  has  ever  been. (p.  47) 

Read(1954)  has  indicated  that  in  order  to  give  individ- 
ual  notes  their  ultimate  meaning,  expressive  indications  must 
be  applied.   In  accordance  with  the  above,  Cole(1974)  felt 
that  although  variations  in  communication  may  be  charming 
(as  in  the  haphazard  spelling  in  Elizabethan  texts),  in  order 
for  meaning  to  be  clear  there  must  be  standardization,  as 
music  is  one-way  communication. 


In  letters  to  the  author,  many  composers  have  called 

for  clear  articulation  notation.   James  Barnes,  a  composer 

of  band  music  and  Composer- i n-res i dence  at  the  University  of 

Kansas,  has  written 

Today,  more  than  ever  before,  composers  attempt  to 
write  specifically  what  they  want  to  hear,  and  they 
are  trying  to  save  rehearsal  time  by  trying  to  be  ab- 
solutely explicit  about  how  they  want  their  music 
played.   One  of  the  "cardinal  rules"  in  my  orchestra- 
tion courses  and  in  my  composition  classes  is  that 
"you  either  write  it  in  or  rehearse  it  in. "(Barnes, 
undated,  p.  1  ) 

Elliot  Carter(personal  communication,  September  14,  1984) 
commented,  "there  can  be  no  one  to  one  correspondence  be- 
tween notational  indications  and  a  good  performance,  although 
the  former  can  help  the  latter  if  they  stimulate  under- 
standing."  Virgil  Thomson  wrote 

It  seems  to  me  that  brass  players  should  come  to  an 
agreement  among  themselves  about  notation  before  throw- 
ing their  problems  at  the  composers.   The  latter  do 
mark  their  scores  from  time  to  time  with  particular 
effects  and  forms  of  attack  which  they  know  to  be  avail- 
able but  for  which  there  is  no  standard  markings.   On 
most  of  these  occasions,  some  word  or  words  usually 
identify  the  effect,  which  we  hope  the  player  is  familiar 
with  and  prepared  to  execute  acceptably .( personal  com- 
munication, July  11,  1984) 

A  fine  performance  of  brass  music  often  depends  on  the 
precision  displayed  by  the  performers.   A  beautiful  moment 
is  sometimes  ruined  by  one  member  of  a   performing  group 
holding  a  note  an  instant  too  long,  or  by  a  player's  over- 
powering entrance.   As  there  are  divergent  interpretations 
of  brass  articulation  notation,  much  time  is  spent  in  rehear- 
sals trying  to  understand  composer  intentions  and  in  trying 
to  come  to  a  consensus.   Failure  to  do  so  results  in  a  less 
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than  adequate  performance.   If  the  notational  confusion  could 
be  eliminated,  many  rehearsal  hours  would  be  saved  and 
performances  would  improve.   Composer  Jan  Bach (personal 
communication,  July  5,  1984)  said  that,  "there  is  a  great 
need  to  clear  this  matter  up." 

Definition  of  Terms 


The  terms  and  their  operational  definitions  for  this 
study  were  as  follows: 

Brass  instrument.   In  the  modern  symphony  orchestra, 
there  are  four  standard  brass  i nstruments--the  trumpet, 
French  horn,  trombone,  and  tuba.   In  addition  the  following 
are  commonly  used  in  concert  and  jazz  bands:  the  cornet, 
flugelhorn,  euphonium,  baritone  horn,  and  sousaphone. 
During  the  15th  and  16th  centuries,  a  precursor  of  modern 
brass  instruments  was  the  cornett,  a  wooden  instrument  with 
a  cup-like  mouthpiece.   For  the  purpose  of  this  research, 
brass  instruments  are  considered  as  any  of  the  aforementioned 
instruments,  as  well  as  the  unvalved  varieties  of  trumpet 
and  horn  common  in  the  18th  century. 

Articulation.   Reed ( personal  communication,  July  3, 
1984)  wrote  of  "three  mutually  independent  factors  involved 
in  the  production  and  in  the  sustaining  of  each  tone.   These 
are  (1)  the  attack(the  way  the  tone  is  begun),  (2)  how  long 
the  tone  is  sustained  after  it  has  been  attacked,  and  (3) 
the  dynamic  level  of  both  the  attack  and  the  sostenuto." 
The  Reed  definition  is  used  here. 
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Articulation  notation.   In  traditional  music  notation, 
articulation  notations  are  signs  which  attempt  to  clearly 
demonstrate  how  a  note  is  to  be  started,  sustained,  and/or 
ended.   In  this  study,  the  traditional  signs  are  called 
by  the  following  names: 


i  r 

i  ? 

J  r 

A 

J  f 

I  1 

u 


staccato  mark 

normal  accent 

unaccented  note 

wedge 

slanted  wedge(strong  beat) 

circumflex  accent 

legato  or  tenuto  mark 

s  1  ur 

tie 


Articulation  guide.   An  articulation  guide  is  a  source 
where  performers  can  look  to  determine  how  articulation 
notations  should  be  played  and  where  composers  can  look  to 
determine  how  articulations  should  be  notated. 

Brass  performers.   Brass  performers  are  those  who  play 
any  brass  i nstruments ( see  definition  of  brass  instrument). 
For  the  purpose  of  this  study,  conductors  of  brass  instru- 
mentalists are  also  considered  as  brass  performers. 


Contemporary  composers.   This  is  defined  as  composers 
who,  to  the  best  of  the  author's  knowledge,  were  living 
as  of  June,  1984. 

Major  conductors.   For  this  study,  those  conductors  who 
have  been  selected  by  major  record  compan i es ( Col umbi a ,  RCA, 
London,  etc.)  to  direct  classical  music  performances  are  con- 
sidered major  conductors. 

Del  imitations 


1.  Though  an  historical   study  of  articulation  notation 
throughout  the  ages  of  all  major  composers  would  have  proven 
enlightening,  for  the  purposes  of  this  study  it  would  have 
been  an  impossible  task  and  was  not  undertaken.   Instead, 

the  study  was  limited  to  a  sample  of  musical  theorists  and 
composers  representing  the  past  four  centuries. 

2.  In  attempting  to  determine  common  performance  prac- 
tices of  brass  articulation,  recordings  of  great  works  were 
used.   It  was  impossible  to  include  recordings  of  all  com- 
posers in  this  study,  and,  therefore,  only  one  composer  was 
chosen  to  represent  each  musical  period. 

3.  The  musical  periods  to  be  studied  with  recordings 
were  limited  to  the  late  Baroque( J .  S .  Bach),  the  Classical 
(Haydn),  the  late  C 1  ass i cal ( Beethoven ) ,  the  Romant i c ( Ber 1 i oz ) , 
the  early  Post-romantic (Wagner  )  ,  the  Russian  Romant i c ( Ri msky- 
Korsakov),  the  American  Romant i c ( Sousa  )  ,  Impressionism 
(Debussy),  and  the  Neo-classic  Period  and  Expressionist 
Period(Stavinsky  and  Berg). 
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4.  The  recordings  used  were  limited  to  those  available 
in  the  music  libraries  of  the  University  of  Maine  at  Orono, 
the  University  of  Florida,  the  Queens  Borough  Public  Library 
in  New  York  City,  and  recordings  either  in  the  author's  pri- 
vate collection  or  made  available  to  the  author. 

5.  Works  studied  in  this  analysis  of  recordings  were 
limited  to  only  one  composition  by  each  considered  composer. 

6.  The  works  considered  for  analysis  were  further  limited 
to  only  one  section  of  each  piece;  a  section  the  author  felt 

to  be  representative  of  the  brass  writing  in  that  piece. 

7.  It  would  have  been  helpful  to  study  the  articulation 
usage  of  all  contemporary  composers.   Again,  for  the  resources 
of  this  study,  it  would  have  been  an  impossible  task  and  was 
not  attempted.   Contemporary  composers  selected  for  inclusion 
in  this  study  were  limited  to  a  list  of  American  composers 
suggested  by  members  of  the  graduate  music  faculty  of  the 
University  of  Florida. 

8.  The  list  of  contemporary  composers  to  be  studied  was 
further  limited  by  those  composers  who  chose  not  to  complete 

a  survey  on  brass  articulation  notation. 

9.  This  study  included  a  survey  of  brass  performers. 
Though  a  nationwide  survey  of  brass  musicians  would  have 

been  ideal,  it  would  have  proven  to  be  financially  impractical. 
This  survey  was  limited  to  208  musicians  who  attended  the  1985 
New  York  Conference  of  Brass  Scholarships.   Although  this 
conference  was  attended  by  brass  players   from  throughout 
the  United  States,  it  is  likely  that  most  who  attended  were 
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from  the  northeastern  region  of  the  country.   Results  fro 
this  survey  may  only  apply  to  that  region. 


m 


Limitations 

This  study  had  the  following  limitations: 

1.  As  the  study's  historical  analysis  was  limited  to  a 
sample  of  musical  theorists  and  composers,  the  findings  may 
not  be  consistent  with  all  composers  of  all  musical  periods. 

2.  In  trying  to  determine  a  common  practice  of  all  brass 
articulation  notation,  musical  periods  were  represented  by 
only  one  composer  for  each  period.   Music  of  other  composers 
in  each  period  may  be  performed  differently. 

3.  In  trying  to  determine  a  common  practice  of  brass 
articulation  notation,  only  11  musical  periods  were  studied. 
The  study's  findings  may  not  apply  to  music  not  falling 
within  these  periods. 

4.  In  trying  to  determine  a  common  practice  of  brass 
articulation,  only  one  work  of  each  composer  was  used.   The 
findings  may  not  apply  to  other  works  of  the  composer. 

5.  As  only  a  limited  number  of  recordings  were  used 
to  analyze  composer  works,  findings  may  not  apply  to  all 
performances  of  each  work. 

6.  In  this  study's  initial  survey,  composers  were  asked 
to  supply  articulation  notations  to  describe  a  given  musical 
example  which  was  formulated  to  present  many  rhythmic  varia- 
tions within  a  two-measure  span.   Some  composers  found  the 
example  to  be  "unmusical"  and  expressed  difficulty 

in  providing  articulation  notations  for  a  musical  example 
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they  would  not  write  themselves.   This  might  limit  the  appli- 
cation of  these  notations  to  other  examples. 

7.  The  ideal  method  of  determining  how  brass  performers 
play  written  articulations  is  to  actually  listen  to  their 
performances  and  analyze  them.   Unfortunately,  the  above  pro- 
cess was  too  involved  for  this  particular  study.   Instead, 

a  written  survey  was  used,  asking  performers  to  identify 
preferred  notations  for  particular  articulations.   It  is 
hoped  that  there  is  a  high  correlation  between  what  performers 
think  they  do  and  what  they  actually  do. 

8.  Although  this  study  briefly  touched  upon  modern 
avant-garde  techniques  of  notation,  it  was  mostly  limited 
to  standard  musical  notation. 

Assumpt i  ons 

This  study  made  the  following  assumptions: 

1.  The  reader  will  be  familiar  with  standard  musical 
notat  i  on . 

2.  Composers  who  use  brass  articulation  notations  de- 
sire their  music  to  be  performed  in  a  particular  manner. 

3.  When  confronted  with  different  articulation  no- 
tations while  performing,  brass  musicians  will  make  an  effort 
to  differentiate  among  them. 
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Design  of  the  Study 


This  study  was  presented  in  six  major  sections.   The 
first  was  an  historical  study  of  brass  articulation  notation 
encompassing  a  review  of  literature.   This  included  impor- 
tant source  material  as  well  as  pertinent  commentary  and 
attempted  to  answer  the  major  research  question. 

The  second  section  was  a  study  of  the  brass  articulation 
usage  of  major  contemporary  composers  of  brass  literature. 
This  included  the  results  of  a  survey  of  composers  on  arti- 
culation notation  and  written  comments  of  current  composers. 
This  section  examined  the  first  hypothesis. 

The  third  section  of  the  study  reported  on  a  survey  of 
articulation  preferences  of  brass  performers  and  conductors. 
It  presented  the  findings  of  this  survey  and  presented  an 
analysis  of  findings  by  instrument,  age,  and  by  professional 
or  amateur  standing.   This  examined  the  second  hypothesis. 

The  fourth  section  of  the  study  analyzed  recorded 
excerpts  of  music  by  important  conductors.   The  work  studied 
represented  a  variety  of  musical  eras  and  periods.   They 
included 

Brandenburg  Concerto  in  F(3rd  Movement) 
Trumpet  Concerto(1st  Movement) 
Symphony  No.  5  in  C  Minor(5th  Movement) 
Fantastic  Symphony (5th  Movement) 
Overture  to  Die  Me i s ters i nger 


J. S.  Bach 
F.J.  Haydn 
L.  Beethoven 
H.  Berlioz 
R.  Wagner 


Rimsky-Korsakov  Capri  c  c  i  o  Espagnol(5th  Movement) 
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G.  Mahler 
J  .  P  .  Sousa 
C.  Debussy 


Symphony  No.  1  in  D(4th  Movement) 
The  Stars  and  Stripes  Stripes  Forever 
Nocturnes ("Fetes") 


I.  Stravinsky   Rite  of  Spring("Danse  Sacre") 
A.  Berg         Mozzeck ("Soldi  ers  '  March") 
The  object  of  this  analysis  was  to  determine  if  there  were 
any  trends  which  emerged  from  the  work  of  important  conduc- 
tors which  would  help  in  the  performance  of  articulation 
notations  in  music  of  different  eras  and  compositional  styles 
This  section  examined  the  third  hypothesis. 

The  fifth  section  of  the  study  was  an  overview  of  brass 
articulation  and  provided  a  guide  for  brass  articulation 
based  on  the  findings  of  this  study.   The  final  section 
summarized  the  research,  discussed  the  findings,  presented 
conclusions,  and  listed  suggestions  for  further  study. 


CHAPTER  TWO 
REVIEW  OF  LITERATURE 


Common  practice  performance  techniques  often  varied  from 
one  era  to  the  next.   In  reviewing  literature  on  brass  artic- 
ulation  notation,  this  study  reviewed  seven  musical 
categories,  using  primary  sources  where  possible  as  well  as 
pertinent  secondary  sources.   Sources  of  the  Baroque  Period 
(17th  century),  the  Classical  Period(18th  and  early  19th 
centuries),  the   Romantic  Period(late  19th  and  early  20th  cen- 
turies), traditional  music  of  the  20th  century,  modern  or 
avant-garde  music,  and  jazz  notations  were  reviewed. 

The  Baroque  Period 

According  to  De Jong ( 1 971  )  ,  one  of  the  earliest  descrip- 
tions of  instrumental  tonguing  came  in  1535  by  Ganassi  in 
Fontegra.   It  listed  three  types  of  tonguing  used  by  players 
of  the  recorder.   The  first,  teche  teche  teche,  was  rough 
and  harsh.   The  third,  lere  lere  lere,  was  smooth  and  plea- 
sant.  The  second,  tere  tere  tere,  was  midway  between  the 
first  and  third.   These  tonguings  could  have  been  altered  by 
changing  the  initial  consonant  to  a  "d"  and  by  changing  the 
vowels;  for  example,  tache,  teche,  tichi ,  tocho,  tuchi . 

The  first  known  trumpet  instruction  book  was  Tutta  1  '  arte 
del  1  a  Trombetta(The  Entire  Art  of  Trumpet  Playing).   It  was 
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written  in  1614  by  Bendinelli.   Bendinelli,  originally 
from  Verona,  moved  to  Munich,  where  he  led  the  trumpet  en- 
semble at  the  ducal  court  from  1580  to  1617.   His  method 
listed  four  varieties  of  trumpet  articulations:  reversed 
(rouersi  a) ,  direct(dritta),  double(theghehegheda),  and  pointed 
( p o i n t i 1 e ) .   Bendinel 1 i ( 1 975  )  mentioned  that  the  tongue  one 
uses  does  not  matter  as  long  as  the  player  "finds  it  easy 
and  becomes  used  to  it  because  he  will  then  be  able  to  inves- 
tigate his  instrument  and  pass  over  to  matters  of  greater 
importance" (p .  4).   He  gave  specific  articulation  instructions 
for  a  number  of  notations.   In  notes  with  dots  under  them(see 
Example  No.  1a),  the  player  "should  lead  his  chin  to  accentu- 
ate"(p.4).   In  a  pair  of  notes  connected  by  a  straight 
diagonal  line(see  Example  No. 1b),  the  player  "should  always 
pronounce  [the  syllable]  ' d r a n ' ,  hardly  touching  the  front 
note  and  passing  to  the  other  in  a  kind  of  accent" (p.  4). 
Bendinelli  mentioned  that  the  "dran  is  useful  in  toccatas 
and  in  the  stendaro (a  specific  military  signal).   Individual 
military  signals  were  tongued  differently. 


a) 


b) 


«  ± 


Example  No.  1.   Bendinelli  Notations 


Girolamo  Fant i n i ( 1 975 )  completed  a  second  Baroque  trum- 
pet method,  Modo  per  Impare  a  Sonare  di  Tromba(The  Trumpet  in 
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a  War  1 i  ke  Way)  in  1638.   This  work  contains  a  collection  of 
nearly  100  pieces  with  commentary.   Among  other  problems, 
Fantini  addressed  how  to  play  lengthy  notes.   Breaths  in  a 
sonata  were  to  be  taken  during  the  dotted  portion  of  an  ap- 
propriate note.   A  note  of  great  length  was  to  begin  softly, 
"becoming  louder  for  half  the  value  of  the  note,  and  with 
the  other  half  dying  away  until  at  the  end  of  the  beat  it 
can  scarcely  be  heard" (as  quoted  in  DeJong,  1971,  p.  31). 
Slurs  were  to  be  played  with  the  syllables  "tia  tia  da"  and 
"dia  dia  da".   In  slurs  of  two  notes  when  the  value  of  each 
note  was  an  eighth-note  or  less,  the  first  was  to  have  been 
played  with  less  time  given  to  it  than  to  the  second.   When 
the  value  of  each  note  was  greater  than  an  eighth,  each  should 
have  received  equal  value.   Fantini,  as  did  Bendinelli,  gave 
an  example  of  double  tongui ng ( tegheda  tan  ta). 

D.B.  Smith(1982)  described  the  three  double-tongue  ar- 
ticulations of  Fantini.   The  rouersi  a  tonguing  was   a  double- 
tongue  stroke  which  alternated  a  forward  placement  against 
the  palate  with  one  farther  in  the  back  of  the  mouth.   The 
syllables  "le  ra  le  ra  li  ru"  were  used  for  this  tonguing. 
Dr i  tta  tonguing  had  the  tongue  placed  between  the  teeth  per- 
pendicularly.  The  syllables  used  were  "ti  ri  ti  ri  ti  ri  di". 
Smith  reported  that  theghehegheda  tonguing  used  a  tongue 
placement  on  the  palate  near  the  teeth  followed  by  an  articu- 
lation farther  back  in  the  mouth  as  in  modern  double  tonguing. 
He  further  reported  that  Girolamo  Delia  Cas  and  Francesco 
Rognoni,  two  other  authors  of  Baroque  treatises,  found  this 
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tonguing  to  be  harsh  and  disgusting.   Smith  felt,  however, 
that  this  tonguing  was  appropriate  for  the  trombone  which 
needed  a  stronger  attack  than  the  cornett  to  achieve  the 
same  results. 

As  for  articulation  notations  in  the  Baroque  Period, 
Ape1(Harvard  Dictionary  of  Music,  1982)  reported  that  the 
earliest  use  of  phrasing  marks(other  than  written  rests)  oc- 
curred in  Cavalieri's  La  Raprestentaszione  di  Anima  di  Corpo 
(1600),  when  the  sign  #£   was  placed  at  the  end  of  a  phrase 
The  comma,  used  as  a  sign  of  articulation  rather  than  as  a 
phrasing  mark,  was  one  of  the  earliest  uses  of  articulation 
notation(see  Example  No.  2).   Apel(1982)  reported 
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Example  No.  2.   Comma  As  Articulation  Notation 


that  signs  of  articulation,  such  as  the  various  signs  for 
legato  and  staccato,  were  not  uncommon  in  compositions  ca 
1620  to  1750. 

In  slow  pieces  of  a  processional  nature,  Baroque  per- 
formers often  held  a  dotted  note  longer  than  its  written 
value,  while  cutting  the  value  of  a  shorter  note.   This 
"double-dotting"  has  been  chronicled  by  Col  1 i ns ( 1 969 )  and 
Enrico(1979)  in  an  article  on  Guiseppi  Torelli's  trumpet 
music. 
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The  Classical  Period 

In  1756  Leopold  Mozart ( 1 71 9-1 787 )  published  what  is  gen- 
erally thought  to  be  the  most  important  reference  work  on 
Classical  violin  playing,  A  Treatise  on  the  Fundamental  Prin- 
ciples of  Violin  PI ayi ng ( 1 951 ) .   The  work  dealt  with  virtually 
all  aspects  of  violin  playing  and  was  important   to  this  study 
in  that  many  musicians  believe  that  modern  brass  articulation 
developed  from  string  bowings. 


a) 


b) 
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Example  No.  3.   Leopold  Mozart  Articulation  Notations 
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Mozart  listed  many  musical  examples  and  gave  precise  in- 
structions on  how  each  should  have  been  bowed.   For  slurred 
(or  tied)  wedges(or  strokes),  Mozart  instructed  that  the 
violinist  must  take  the  same  value  of  time  for  each  bow- 
stroke  and  that  the  division  of  notes  must  be  made  clear  by 
an  accent  on  each  note(see  Example  No.  3a).   For  sets  of  two 
tied  and  dotted  notes(see  Example  No.  3b),  Mozart  indicated 
that  the  second  of  each  set  must  be  distinguished  by  after- 
pressure  of  the  bow.   Mozart  used  strokes  to  show  where  notes 
should  be  strongly  accented  and  separated ( see  Example  No.  3c). 
When  the  player  was  presented  with  a  series  of  sixteenth 
notes(see  Example  No.  3d),  the  beat  "must  be  marked  with  a 
vigour  which  inspires  conf i dence"  ( p  .  114).   Two-note  slurs, 
without  other  articulation  notations,  should  have  been 
slurred  on  one  bow(see  Example  No.  3e).   Mozart  suggested 
that  in  a  long  series  of  notes  to  be  taken  in  one  bow(see 
Example  No.  3f)  the  first  sixteenth  note  of  each  group  should 
have  an  emphasis.   In  all,  Mozart  listed  16  bowing  variations 
and  gave  many  exercises  for  each  on  which  to  practice. 

On  Playing  the  Flute(1966),  by  Johann  Joachim  Quantz(1697- 
1773),  written  in  1752,  has  held  the  same  position  for  flau- 
tists as  has  the  Leopold  Mozart  treatise  for  violinists. 
Though  about  one-third  of  the  book  dealt  with  the  flute,  the 
remaining  portion  dealt  with  the  performance  practices  of  the 
day,  making  it  invaluable  source  material. 

Quantz(1966)  believed  that  the  tongue  served  the  same 
purpose  for  flute  players  as  the  bow-stroke  served  for 
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violinists.   He  indicated  three  types  of  tonguing  which  were 
used  in  accordance  with  the  nature  of  notes  being  played. 
These  were  the  tj_  or  d_i_,  ti  r  i  ,  and  di  d  '  1 1  (the  double  tongue). 
Quantz  felt  that  tonguing  on  wind  instruments  must  always  be 
used  in  conformity  with  the  aims  of  the  composer  as"this  puts 
life  into  the  notes"(p.  122).   If  the  strokes  were  placed  above 
quarter-notes  ( see  Example  No.  4a),  ti^  was  used  in  order  to 

a) 


b) 


dr'd."  did       didi  didi 


Example  No.  4.   Johann  Quantz  Articulation  Notations 

get  a  sharp,  short  attack  on  the  note.   If  an  arc  stood  above 
two  or  more  notes,  Quantz  indicated  that  the  notes  must  be 
slurred(see  Example  No.  4b).   Only  the  beginning  of  each  slur 
needed  to  be  tongued,  generally  with  a  less  forceful  dj_  at- 
tack.  In  addition,  Quantz  cuunseled  that  sustained  notes 
must  be  slurred,  while  quick,  leaping  notes  must  be  detached. 
To  avoid  the  rushing  of  fast  passages,  the  first  note  of  as- 
cending, quick  figures  were  to  be  stressed  and  held  slightly. 
In  slow  passages,  the  notes  were  to  be  caressed  "unless  the 
composer  wishes  several  notes  to  be  briefly  articulated  to 
revive  the  listener  who  may  have  dozed  off"(p.  166). 
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Damm(1983)  stated,  "the  works  of  the  early  masters  very 
seldom  give  articulation  markings,  for  the  musicians  of  the 
day  had  the  freedom(and  the  knowledge!)  to  decide  on  these 
for  themselves  according  to  the  mood  of  the  musicM(p.  50). 
This  statement  was  in  accordance  with  Johann  Ernst  Altenburg's 
Anleitung  zlir  Trompeter--und  Pauker-klinst  ( Introducti  on  to 
the  Art  of  Trumpet  and  Kettledrum  Playing,  1795),  as  reported 
by  Enr i co( 1 979) .   Altenburg  felt  that  in  sections  where  artic- 
ulations  were  unnotated,  ascending  and  leaping  passages  or 
arpeggio-like  sections  with  skips  should  be  played  staccato 
(see  Example  No.  5a).   Rapid  and  stepwise  passages  were 


a) 


b) 


c) 


.  '  Ti  A  -     '  -^  ^  II  IT  .  TVl 


STS 


m 


t^ 


Example  No.  5.   Altenburg  Articulation  Notations 
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usually  legato(see  Example  No.  5b).   In  some  figures,  Alten- 
burg  directed  that  articulations  should  be  mixed(see  Example 
No.  5c)  depending  upon  whether  they  occur  in  stepwise  or 
larger  intervals.   As  high  notes  need  a  stronger  thrust  of  air 
than  lower  ones,  Altenburg  recommended  that  ascending  passages 
be  tongued  and  that  descending  passages  be  slurred.   He  in- 
structed that  when  articulations  were  indicated  in  one  section 
of  a  work,  these  articulations  should  be  followed  in  analogous 
and  parallel  sections  of  the  work,  even  when  not  indicated. 

H.C.  Robbins  Landon(1939)  is  a  reknowned  Franz  J.  Haydn 
scholar.   In  his  foreword  to  Haydn's  Divertimenti  for  Baryton, 
Viola,  and  Bass (composed  in  1767)  as  reported  by  Bui  1 ock ( 1 769  ) , 
Landon  offered  some  suggestions  to  help  clear  some  of  the 
confusion  involved  in  interpreting  articulations  of  Haydn. 
In  many  Haydn  scores,  only  the  first  violin  part  contained 
complete  articulation  notations.   Copyists  of  the  time  were 
expected  to  use  the  first  violin  part  to  complete  the  articu- 
lation of  other  parts.   The  order  in  which  Haydn  wrote 
articulations  was  the  first  violin,  bass,  oboes,  and  then 
horns.   In  a  series  of  notes,  Haydn  would  mark  only  the 
first  few  slurs  and  staccati,  expecting  the  same  articulation 
to  be  played  throughout. 

Dots  under  or  over  notes  were  often  used  in  Haydn's  mu- 
sic to  prevent  legato  playing.  They  were  also  used  to  instruct 
the  player  not  to  allow  the  final  note  of  a  slurred  group  to 
be  sustained  for  its  written  value.  Wedges  rather  than  dots 
were  used  to  indicate  staccato.  A  wedge  shortened  a  note  as 
well  as  giving  it  a  slight  accent. 
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In  Haydn  wind  parts,  when  notes  were  repeated  over  a 
bar-line,  a  tie  over  the  bar-line  was  understood.   The  sfor- 
zando  mark  was  sometimes  used  to  indicate  that  the  player 
should  articulate  the  second  note.   This  was  true  in  the 
music  of  most  Classical  composers.   Other  standard  practices 
included  slurring  appogiaturas  to  the  note  to  which  they 
belonged.   The  figure  ^  jjj  was  to  be  performed    J  J  J  . 

Altenburg  stated  that  all  essential  ornaments  were  to  be  played 
legato,  whether  or  not  so  notated.   Damm(1978),  writing  of 
Classical  music  in  general  and  the  music  of  W.A.  Mozart  in 
particular,  wrote  that  sections  articulated  with  dots  only 
were  often  played  too  short  by  today's  musicians.   In  un- 
marked sections,  however,  Damm  and  Apel (Harvard  Dictionary, 
1982)  were  in  agreement  that  notes  should  be  well  differ- 
entiated or  slightly  detached. 

The  Romantic  Period 

There  is  very    little  literature  concerning  articulation 
notation  during  the  Romantic  Period  and  almost  none  concern- 
ing brass  articulation.   Two  works  of  that  period,  Principles 
of  0rchestration(1933)  by  Nicolas  R imsky-Korsakov  and  Trea- 


tise  on  Instrumentation ( 1948 )  by  Hector  Berlioz  and  expanded 
by  Richard  Strauss,  have  come  to  be  looked  upon  as  the  most 
important  sources  of  information  concerning  Romantic  orches- 
tration.  Neither  work  dealt  specifically  with  brass 
articulation,  but  both  had  sections  that  dealt  with  string 
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articulation.   As  many  feel  that  modern  brass  articulations 
derive  from  string  notations,  the  Rimsky-Korsakov  and 
Berlioz-Strauss  texts  were  included  in  this  study. 

Berl ioz(1948)  felt  that  "the  manner  of  bowing  is  very 
important  and  greatly  influences  the  sonority  and  expression 
of  motives  and  melodies.   It  must  be  carefully  indicated  ac- 
cording to  the  nature  of  the  idea  rendered"(p.  19).   Among 
the  notations  Berlioz  demonstrated  were  marks  for  detached 
notes(see  Example  No.  6a),  two-note  slurs(see  Example  No. 
6b),  and  extended  slurs  or  legato(see  Example  No  6c).   For 
the  light  detache  or  staccato  art i cul ati on ( see  Example  Nos. 
6d  and  6e),  the  player  was  advised  to  use  a  succession  of 
small  strokes  over  the  whole  length  of  the  bow,  using  only  a 
small  portion  of  the  bow  for  each  note.   For  pieces  of  a 
proud,  magnificent  character  of  moderate  speed,  Berlioz  rec- 
ommended  the  Grand  detache  porte--the  grand,  broad  staccato 
(see  Example  No.  6f).   In  this  bowing,  the  bow  was  to  have 
been  struck  at  the  string  vigorously,  allowing  the  string  to 
vibrate  after  it  had  been  struck.   Berlioz  also  wrote  of  the 
special  ef f ects--such  as  the  tremelo  and  the  "undulating 
tremelo"--of  Gluck(see  Example  Nos.  6g  and  6h).   In  the  un- 
dulating tremelo,  a  number  of  slurred  notes  were  played  on 
the  same  tone  at  a  slow  speed,  with  the  bow  remaining  on  the 
string. 

In  Rimsky-Korsakov ' s   Principles  of  Orchestration ( 1 933 ) , 
methods  of  producing  sounds  on  strings  were  lightly  covered. 
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Example  No.  6.   Berlioz  Articulation  Notations 

Included  were  descriptions  of  legato,  detached  bowing,  staccato, 
spiccato,  portamento,  martellato,  light  staccato,  and  saltendo 
bowings,  as  well  as  an  explanation  on  the  use  of  up-bows  and 
down-bows.   Of  brass  instruments,  Ri msky-Korsakov  wrote, 
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"brass  instruments  possess  a  remarkable  capacity  for  swell- 
ing from  pianissimo  to  fortissimo  and  reducing  the  tone 
inversely,  the  V  ^>/   effect  being  excel  1  ent"  (p .  23). 

When  asked  to  write  an  orchestration  text,  Strauss 
(Berlioz,  1948)  indicated  that  there  was  no  need,  as  Berlioz 
had  already  done  so.   Strauss  put  out  an  edition  of  the  Berli- 
oz treatise  in  which  he  added  suggestions.   Though  Strauss 
added  no  specific  articulations  to  Berlioz'  list,  he  did  write 
of  how  important  articulation  notation  for  string  players  was. 

Therefore,  dear  fellow  composers,  watch  the  up-bow 
and  down-bow!   A  small  bowing  mark  at  the  right  place 
is  often  more  effective  than  the  most  eloquent  ex- 
pression mark  such  as  "gay",  "grazioso",  "spirited", 
"smiling",  "defiant",  "furious",  etc.   Our  worthy  in- 
strumentalists and  their  dear  conductors  pay  very 
little  attention  to  them.  (p.  20) 

20th-century  Tra ditional  Music 


As  Martino(1966)  stated,  there  is  much  confusion  as  to 
how  traditional  music  should  be  notated. 


Some  dictionaries  make 
ing  signs:j/*-,  -r/,  > 
to  be  performed  with  " 
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method  by  which  sudden 
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neighbors.   In  practic 
that  a  change  of  dynam 
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It  is  worth  remarking  that  the  accent  mark  did  not  imply 
continual  diminuendo  to  Schoenberg,  since  in  m.  51  of 
the  Phantasy,  Op.  47,  he  writes 


J  J 


(pp.  52-53) 

Apel's  Harvard  Dictionary  of  Music(1982)  is  one  of  the 
most  used  reference  books  in  the  area  of  music.   As  with  the 
Rimsky-Korsakov  and  Berlioz  books  on  orchestration,  brass 
articulation  was  hardly  mentioned.   There  were,  however,  ex- 
cellent descriptions  on  string  articulations.    The  Harvard 
Dicti  onary  instructed  that  1egato( see  Example  No.  7a)  should 
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Example  No.  7.   Ape!  Articulation  Notations 


have  no  perceptible  interruption  between  notes.   Leggiero(see 
Example  No.  7b)  was  non-legato,  with  some  space  between  notes. 
Portato  bowing(see  Example  No.  7c)  had  yet  more  space,  while 
staccato( see  Example  7d)  was  even  shorter.   In  legati  ssimo 
passages,  notes  were  held  for  an  instant  along  with  the  suc- 
ceeding note(see  Example  No.  7e). 

As  indicated  in  the  Harvard  Dicti  onary,  other  bowings 
and  their  notations  were  as  follows: 


mi 

rm 

■n v 

*  •  * 

r  r 
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Detache--strong ,  broad,  equal,  single-bowed 
strokes . 

Martel e--short ,  strong,  "hammered",  quickly 
released  strokes. 

Sautille--short,  rapid,  with  a  bounced-bow,  in 

the  middle  of  the  bow. 

Jete--throwi  ng  the  bow  on  the  string  so  that 
it  will  bounce  a  number  of  times  on  the  down- 
bow. 

Staccato--a^  number  of  martele  strokes,  the  bow 
bounci  ng  lightly. 

Tremel o--movi  ng  the  bow  back  and  forth  quickly. 


Paul  Hindemith  was  a  noted  composer  and  teacher.   He 
briefly  mentioned  articulation  in  his  Elementary  Training 
for  Musici  ans ( 1949) .   He  felt  that,  as  symbols  of  articula- 
tion, slurs  tell  the  wind  player  to  play  without  interruption. 
Hindemith  gave  a  clear  rendering  of  staccato  notation(see 
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Example  No.  8.   Hindemith  Articulation  Notations 


Example  No  8a),  though  it  differed  from  the  Harvard  Diction- 
ary version.   Hindemith  stated  that  notes  with  dots  "are  to 
be  sung  or  played  with  a  shorter  metric  value  than  indicated, 
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followed  by  a  rest"(p.  172).   He  regarded  the  wedge  as  a  sign 
for  intensification  of  the  staccato(see  Example  No.  8b).   A 
portato  execution  was  implied  by  dots  with  a  slur(see  Exam- 
ple No.  8c).   Hindemith  felt  that  a  slight  lengthening  of  the 
tone  is  demanded  by  a  dash  or  the  word  ten . ( tenuto(see  Exam- 
ple No.  8d) . 

Gardner  Read,  composer-i n-residence  at  Boston  University, 
wrote  Music  Notation;  A  Manual  of  Modern  Practice(1964 )  to 
enable  future  composers  to  help  musicians  by  being  clear  in 
their  notation.   It  was  also  written  for  performers,  conduc- 
tors, and  music  theory  majors  who  must  be  up-to-date  in  their 
knowledge  of  common  practice.   Read  described  the  purpose  of 
articulation  signs  as  giving  "individual  notes  their  ultimate 
meani  ng" (p.  259 ) . 

Read  divided  accents  into  two  categories:  percussive, 
which  implied  strong  accents,  and  pressure,  which  implied 
leaning  on  the  note.   The  sign   /^   (or  X/  below  the 
note)  was  a  strong  attack  sign  in  the  percussive  class  and 
was  suitable  only  at  a  high  dynamic  level.   The  sign   ^ 
indicated  a  fairly  sharp  attack  and  was  good  at  almost  any 
dynamic  level.   A  staccato  mark  shortened  a  note's  value. 
"In  a  slow  to  moderate  tempo  .  .  .  the  rest  is  small.   When 
the  time  is  fairly  fast  .  .  .  the  rest  value  is  larger" 
(p.  260;  see  Example  No.  9a).   The  wedge(see  Example  No. 
9b)  meant,  in  modern  times,  the  maximum  shortness  possible. 
Read  called  the  dash  above  or  below  the  notehead  the 
principal  symbol  of  the  pressure  accent.   By  combining 
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Example  No.  9.   Read  Articulation  Notations 

marks,  "the  present  century  has  expanded  unbelievably  the 

permutation  of  expression  marks"(p.  262).   Read  constructed  a 

number  of  tables  to  help  in  the  understanding  of  articulations 

(see  Tables  1-4) . 

Table  1 

Read  Accent  Use 


Strength 


Accents  Used 


strong      AAAAol"VVW 

medium      >>>>      or     >     >  > * — ~ 

v 
light         •       *>      v 
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Table  2 

Read  Combined  Accent  Use 


Arti  cul ati  on 


Descr i  pti  on 


very  percussive,  but  short 

moderately  percussive  and  short 

yery   percussive,  but  receiving  full  value 

moderately  percussive  with  full  value 

stressed,  but  quite  short 

stressed  and  moderately  short, 
separated  from  the  next  note 


Table  3 

Read  Scale  of  Accent  Terminology 


Terms 


Def i n  i  t i  ons 


sforzando     jf  •  >  U>~>  rttt  U  4  S^*  >  **££*&&}  *l  M 

forzando      h.  *  Am  tof  •*  f,    //lpA*^    fff*  *  A«  fff 


sf orzato 


j£*A  m*frf,  sfe-A\«ff,  sff&*A'mff/ 
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Table  4 

Read  Table  of  Accents  and  Slurs 


Wri  tten 


Played 


>  >  >  > 

JJJJ 
JJJJ 


•    •    • 


.      »      * 


Bl atter (1 980)  made  a  distinction  between  wind  articula 
tions  and  string  articulations   but  made  little  distinction 
between  woodwind  and  brass  articulation.   Blatter  made  par- 
ticular mention  of  stress  notations.   For  example,  his 
definition  of  staccat i ssimo  was  one  of  a  note  shorter  than 
the  normal  staccato  but  neither  more  nor  less  accented  or 
stressed  than  staccato.   The  following  were  Blatter's  wind 
articulation  notations: 


k 
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Staccato 


Stressed  and  separated,  non-legato 


Staccat i  ssimo 


Legato  tonguing  with  some  stress, 
but  no  separation 


Legato  tonguing  with  some  stress, 
and  perceptible  separation 


Legato  tonguing  with  no  stress, 
but  perceptible  separation 


Far  from  giving  articulation  notations  one  definition 
each,  Cole(1974)  argued  in  favor  of  the  ambiguity  of  artic- 
ulation  marks.   He  stated  that  the  " i nterchangebi 1 i ty"  of 
articulation  notations  is  acceptable  because  we  use  marks 
according  to  the  spirit  rather  than  the  letter.   Cole  noted 
that  /  and  /^  are   often  interchanged  and  that  the  line 
(*— •  )  can  be  used  to  show  five  meanings(see  Example  No.  10) 

In  McBeth's  Effective  Performance  of  Band  Music:  Solu- 
tions to  Specific  Problems  in  the  Performance  of  20th 
Century  Band  Music(1972),  many  aspects  of  band  performance 
were  covered.   In  discussing  wind  instrument  articulation, 
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Example  No.  10.   Cole  Articulation  Notations 


McBeth  had  some  interesting  comments. 

Enter  Pandora's  Box!   There  are  so  many  variations  as 
to  correct  articulations  that  there  is  a  dire  need  for 
standardization  in  this  area.  .  .  .   Winds  borrowed  the 
markings  from  strings  and  tried  to  force-fit  them.   For 
example,  any  "off  the  string"  articulation  marking  is 
transferred  to  the  winds  as  "a  separation  of  notes." 
The  problem  is  that  when  an  "off  the  string"  articula- 
tion is  used,  the  string  is  still  vibrating  and 
producing  tone;  but  when  notes  are  separated  in  the 
winds,  there  is  no  sound.   (pp.  18-19) 

According  to  McBeth,  the  accent  >  has  been  written  one  way, 
but  it  could  be  performed  either  with  or  without  separation. 
In  order  to  determine  how  the  major  authorities  in  band  mu- 
sic handled  the  major  articulations,  both  in  composing  and 
conducting,  he  composed  the  following  survey: 

Describe  how  the  following  should  be  performed  by  wind 
pi ayers  : 


1*  J  J  J  J 

>  >  >  > 

1  JJJJ 

"r   .  ■  •  • 


3. 


4-4  J.UJ 
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5-1  JJJJ 


In  other  words,  what  does  the  (  ^  ) 
mean? 


In  other  words,  what  does  the  (—  ) 
mean? 

In  other  words,  what  does  the  (  •  ) 
mean? 

In  other  words,  what  does  the  (  Si!  ) 
mean? 

In  other  words,  what  does  the  ( ^ ) 
mean? 
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Those  who  participated  in  the  McBeth  survey  included 
some  of  the  most  important  figures  in  band  composing  and 
conducting.   They  included  John  Barnes  Chance,  Frank  Erickson, 
Howard  Hanson,  Martin  Mailman,  Vaclav  Nelhybel,  Vincent  Per- 
sichetti,  Richard  Willis,  Harold  Arnoldi,  Frederick  Fennel, 
Joe  Barry  Mullins,  James  Nielson,  John  Paynter,  William  Re- 
velli,  and  Clarence  Sawh ill. 

In  the  following  list,  each  of  McBeth's  articulations 
is  listed  separately.  The  list  includes  definitions  and 
the  name  of  the  name  of  the  author i ty( i es )  who  ascribed  to 
that  definition. 


(  >) 


1.  Each  note  should  be  accented  as  attacked,  but  not  short- 
ened in  value  or  separated  from  the  next  tone.  (Chance, 
Erickson,  Persichetti,  Paynter) 

2.  This  should  indicate  a  simple  accent  on  each  note  with 
the  separation  of  one  tone  from  the  next.   (Hanson,  Mail 
man,  Nielson,  Fennel--with  a  variation) 

3.  This  accent  means  to  stress  more  di aphragmati cal ly  than 
tongued.   (Arnoldi,  Sawh  ill,  Revel  1 i --detache  style) 

4.  Only  suggests  some  type  of  stress.   (Mullins) 


(  —  ) 


1.  Usually  face  value  of  note  is  enough.   ( Sawh  ill,  Nelhybel, 
Erickson,  Mul 1 i ns-- 1 ong ) 

2.  Connected.   (Revelli,  Paynter,  Nielson,  Fennel,  Arnoldi, 
Mai lman ,  Chance ) 

3.  Full  value  with  pressure  on  each  note.   (Willis) 

4.  Gloved  pulsation  with  slight  separation.   (Persichetti) 

5.  Tenuto( he  1 d ) .   (Hanson) 
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(  •  ) 


Notes  shortened,  the  amount  depending  upon  the  speed  of 
the  piece.   (Chance,  Erickson,  Hanson,  Nelhybel,  Willis, 
Arnoldi,  Mullins,  Nielson,  Paynter,  Revelli,  Sawhill) 
Short  attack--a  resonant  pizzicato.   (Mailman,  Fennel) 
Sharp  attack  and  abrupt  release  of  air.   (Persichetti) 


1.  Accent  on  beginning  of  note  with  full  value.   (Sawhill, 
Paynter,  Nielson,  Mullins,  Nelhybel,  Hanson,  Erickson, 
Chance ) 

2.  Somewhat  marked  accent,  separated,  but  not  much.   (Revelli, 
Arnol di  ) 

3.  Maximum  sostenuto  to  each  note  before  the  next  entrance. 
(Fennel  ) 

4.  An  attack  on  the  note  with  pressure  through  it.   (Willis, 
Persichetti --who  never  uses,  it) 

5.  A  slap  pizzicato?   (Mailman) 


(A) 


1.  Accented  the  whole  of  its  duration.   (Chance,  Revelli) 

2.  A  heavier  accent  than  ^  .   (Erickson 

3.  The  heaviest  accent,  not  tenuto.   (Hanson,  Mailman, 
Nelhybel,  Persichetti,  Willis,  Arnoldi,  Mullins,  Nielson, 
Paynter ,  Sawhi 1 1 ) 

4.  Tenuto,  but  with  emphasis  on  the  attack.   (Fennel) 


Kurt  Stone  is  best  known  for  his  work  in  cataloguing 
and  standardizing  modern  musical  notation.   In  Music  Notation 
in  the  Twentieth  Century:  A  Practical  Gui debook ( 1980) ,  Stone 
included  what  he  felt  were  the  traditional  signs  that  were, 
to  his  mind,  most  universally  understood ( see  Table  5). 

Chew(1980)  pointed  to  the  beams  connecting  eighth  and 
sixteenth  notes  as  articulation  indications.   He  believed 
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Table  5 

Stone  Traditional  Articulation  Notations 


Art i  cul ati  ons 


Def i ni  ti  ons 


J    f 


light  staccato(for  staccati ssimo,  use  the 
staccato  dot  and  the  indication  staccati ssimo 
or  staccati  ss . 

hard,  heavy  staccato 


unaccented (weak  beat) 


it 

J  f 

V 


strong  beat 


normal  accent 


strong  accent 


j  r 

J  f 


tenuto 


strong  tenuto 


accented  tenuto 


non-legato(brief  tenuto) 
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that  "the  primary  sense  of  the  beam  is  rhythmic,  since  the 
first  of  any  group  of  notes  joined  together  is  stressed" 
(p.  389). 

Modern  or  Avant-garde  Music 

With  the  advent  of  avant-garde  music,  many  composers 
have  felt  the  need  to  invent  new  notations  to  depict  new 
types  of  sounds.   Within  the  last  15  years,  composers  and 
performers  have  attempted  to  standardize  modern  notations. 

Brevig(1971)  catalogued  the  notational  techniques  used 
in  six  trombone  compositions  by  composers  Larry  Austin, 
Luciano  Berio,  Jacob  Druckman,  William  Hellerman,  Alcides 
Lanza,  and  Walter  Ross.   These  included  a  list  of  articula- 
tion notations  with  Brevig's  preferences ( see  Table  6). 

Table  6 

Brevig    Modern  Articulation  Notations 


Notat i  ons 


Playing  Directions 


Duration  six  seconds 
Sustained  note 

Length  of  beam  indicates  duration 


Indicates  a  loud,  implosive  clicking  of 
the  tongue  into  the  trombone 


( tabl e  cont i  nues  ) 
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Table  6--continued. 
Notati  ons 


Playing  Directions 


i 


2*zr 


A. 


e 


Indicates  pitches  to  be  sung  while  playing 


Vocal  sounds,  at  the  given  pitch,  produced 
with  the  lips  on  the  mouthpiece,  generally 
whi 1 e  pi ayi  ng 

Vocal  sounds  produced  with  lips  away 
from  the  mouthpiece 

Indicates  non-vocalized  sounds(loud 
whispers),  to  be  articulated  into  the 
trombone 


^ 


Fl uttertongue 
Fl uttertongue 
Begin  fluttertongue  gradually 


Perantoni (1973)  listed  avant-garde  techniques  for  the 
tuba.   He  noted  many  examples(see  Table  7). 

In  October,  1974,  the  International  Conference  on  New 
Musical  Notation  met  at  the  University  of  Ghent,  Belgium. 
The  group  consisted  of  79  internationally  respected  composers, 
performers,  and  conductors.   The  report  of  the  conference  by 
Sabbe,  Stone,  and  Warf i el d ( 1 975  )  attempted  to  standardize  new 
notations  in  use.   In  trying  to  standardize  articulation  no- 
tation the  report  stated 
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Table  7 

Perantoni  Modern  Articulation  Notations 


Notations 


<3 


Playing  Instructions 


Blow  into  instrument  directly  without 
the  mouthpiece 

Remove  the  mouthpiece  and  turn  it  over. 
Holding  it  slightly  away  from  the  instrument, 
blow  to  create  a  "swoosh"  sound 

Inhale  air 
Exhale  air 


<>  1  >£ — *■        Sin9  indicated  pitch  through  tuba 


=>£ 


■  a.^^'U—       B1ow  through  the  tuba,  producing  a  risinq 
^  b£   and  falling  pitch 


E 


r 


^1 


Note  played  with  valve  hal f -depressed 


A  chromatic  or  articulated  glissando(as 
opposed  to  the  smooth  glissando  of  a  strinq 
instrument 


Ud.td 


Tonguing  without  producing  pitch 

Methods  of  attack  and  release  articulation 
("h"  or  "t"  at  beginning  and  "d"  at  end) 

(table  continues) 


Table  7--continiied 
Notati  ons 
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Playing  Instructions 


dull 


jlutftt 


\^  or  err 

<\  f>  <t 


Double-tonguing 


Fl  uttertongue 


Fl  uttertongue  without  tone 


Fluttertongue  on  the  letter  "r" 


Slap  the  mouthpiece  with  the  hand 


Note  of  short  duration 


Note  of  long  duration 


No  unambiguous,  logical  progression  of  degrees  of  arti- 
culation ( such  as  from  staccato  via  tenuto  to  different 
accents),  nor  of  any  combination  of  such  modifiers,  has 
emerged  so  far,  nor  have  any  attempts  to  devise  more  pre- 
cise markings  than  the  traditional  ones  established 
themselves.   (p.  51) 

The  conference  did  endorse,  however,  a  series  of  notations 
for  avant-garde  brass  techni ques ( see  Table  8). 

Risatti (1975)  listed  notational  effects  used  in  particu- 
lar pieces.   Among  others,  Risatti  listed  articulation 
notations  by  Edgar  Varese,  Francesco  Rennisi,  Krzysztof  Pen- 
derecki,  Zbigniew  Rudzinski,  Witold  Szalonek,  Kamirez  Serocki, 
Ralph  Shapey,  Sergio  Cervetti,  Cornelius  Cardew,  Werner 
Heider,  Karlheinz  Stockhausen,  George  Crumb,  and  Pierre 
Boul ez  . 
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Table  8 

Ghent  Conference  En dorsed  Notations 


Notations 


Descriptions 


<?---, 


FF» 


] ■     Mouthpiece  pop(specific  pitch) 


*5f 


~?T 


Mouthpiece  pop( unspeci f i ed  pitch) 


Jfel 


T 


sh- 


Valve  click(and  other  unpitched  sounds) 


S 


* 


Breathy  air  sounds ( embouchure  not  vibrating) 
approximate  pitch 


O 


¥ 


i 


s 


:?  >^> # 


Breathy  air  sounds (embouchure  not  vibrating)- 
unspecified  pitch 

Smack  i  ng  sound 


Cracked  tone(add  "K"  to  dynamic) 


sfxWef^&S'K 


z 


~7 


SE 


S 


Glissandi --smooth (including  half-valve 
technique) 


(table  cont i  nues ) 
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Tabl e  8--conti  nued 


Notati  ons 


Descri  pti  ons 


m 


Gl i ssandi --"rip" (arpeggi ato) ;  it  is  ad 
visable  to  add  the  word  "rip"  at  first 
appearance 


Humming  while  playing 


ZZZ-Z 


-Tongue  positions(to  change  timbre) 


—  Timbral  trill(same  pitch) 


Kurt  Stone,  the  Director  of  the  Index  of  New  Musical 
Notation  of  the  New  York  Public  Library,  was  an  editor  of  the 
"International  Conference  on  New  Music  Report" (Sabbe ,  et  al., 
1975).   In  his  text,  Music  Notation  in  the  Twentieth  Century: 
A  Practical  Gu i debook ( 1 980 ) .  Stone  accepted  the  findings  of 
the  International  Conference  as  well  as  providing  other  nota- 
tional  suggestions.   In  proportional  notation(see  Example  No. 
11a),  horizontal  distances  were  equal  to  the  time  value  of 
specific  notes.   The  only  notations  needed  in  proportional 
notations  were  noteheads  to  indicate  pitches  and  a  single  beam 
to  indicate  how  long  to  hold  each  pitch.   Where  there  was  no 
beam  there  was  no  sound(see  Example  No.  11b). 
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a) 


b) 


c) 


d) 


P 


fi  f     U  P 


cjiro 


0111     |ii     i    2    i  J     ' 


1LJL_  ULUIU 

iirr 


»Kf     SEn  t«.hh    -fuk 


e) 


f) 


9S 


±£  \rm   g    *   |te 


?g 


^ 


53 


fc=fe 


& 


cV 


Example  No.  11.   Stone  Modern  Articulation  Notations 

Stone  recommended  that  diamond-shaped  noteheads(0  )  be  used 
only  for  manipulations  of  notes(such  as  half-valved  notes). 
He  further  recommended  the  use  of  x-shaped  noteheads(  ,J>  )  for 
approximate  or  indeterminate  pitches.   Stone  gave  the  generic 
symbol  for  breath  s i gns--created  by  blowing  air  through  an 
instrument  by  breathing  in  and  out  of  that  i nstrument ( see 
Example  Nos.  11c  and  11d),  and  he  gave  recommendations  for 
pitched  fluttertongued  notations(see  Example  No.  11e).   Stone 
gave  his  recommendations,  as  well,  for  a  "rip"  and  an 
arpeggiated  gl i ssando ( see  Example  No.  11f). 
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Jazz 


Jazz  has  become  an  important  area  of  study  for  high 
school  and  college  musicians.   "Whether  or  not  the  incidence 
of  high  school  jazz  bands  is  still  growing  wildly  is  conjec- 
ture.  But  .  .  .  there  are  few  areas  or  regions  in  this  country 
that  have  no  jazz  band  activity  at  the  high  school  level" 
(Berry,  1979,  p.  7).   It  was  important,  therefore,  that  a 
guide  to  performance  of  articulation  notations  included 
those  used  by  jazz  composers  and  arrangers. 

Betton(1971)  has  been  able  to  compile  a  list  of  jazz  and 
stage  band  articulations  entitled  "The  Standardization  of 
Stage  Band  Articulations."   In  addition  Bi asini (1983),  Terry 
and  Rizzo(1977),  Kuzmich  and  Bash(1984),  La  Porta(1965),  and 
Lawn(1982)  have  discussed  and/or  defined  jazz  notations. 

The  following  list  represented  the  jazz  notations  that 
were  commonly  in  use.   It  included  the  name  or  names  by  which 
the  notations  were  known  and  synthesized  the  definitions  by 
the  mentioned  authors.   Any  divergent  opinions  were  noted. 


} 


A 

r 


Heavy  accent,  accent ( Bi asi ni  ) ,  horizontal 
accent(Terry  and  Rizzo).   This  note  should  be 
given  a  hard  "doo"  attack  and  held  for  its 
full  value. 

Heavy  accent,  housetop (Kuzmi  ch  and  Bash),  dot 
( La  Porta ) .   This  note  is  given  a  very  hard 
"too"  attack  and  is  held  less  than  its  full 
value. 

Staccato ,  di  t (La  Porta).   Shorten  the  note, 
Clearly  separating  it  from  the  following 
notes . 
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f 


Legato ,  doo(La  Porta).   Use  a  smooth  "doo" 
attack,  and  play  the  note  full  value. 


r 


Heavy  accent/separate.   The  note  is  given  a 
hard  "too"  attack  and  is  not  held  full  value 
(Biasini),  or  is  as  short  as  possi bl e( Betton ) 


The  shake.   This  note  is  played  like  a  lip 
trill  with  the  note  moving  upwards. 


f 


Lip  tri 1 1 ( Betton ) .   Play  this  in  a  similar 
manner  to  the  shake,  but  with  more  control 


A 


Wide  lip  trill(Betton).  Play  this  the  same  as 
a  lip  trill,  but  slower  and  with  a  wide  inter- 
val . 


The  flip.   Sound  the  note,  then  raise  the  pitch, 
and  then  drop  into  the  following  note. 


/     (Betton) 


"j 


(Kuzmi  ch ) 
f\  (Terry) 


Ascendi  ng  smear .   Slide  into  the  note 
from  below  and  reach  the  correct  pitch 
just  before  the  next  note  without  rob- 
bing from  the  preceding  note. 


s 

or 


r 


y 


Doit.   Sound  the  note,  then  gliss  upwards  to 
an  i  ndef i  n  i  te  pitch. 


/f 


Gliss  up .  Slide  into  the  note  from  below, 
with  the  length  of  slide  determined  by  the 
length  of  the  printed  notation. 
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Gl i  ss  down . 


Fall  off 


These  are  the  reverse  of  the 

gliss  up,  with  the  length  of 

the  slide  determined  by  the 

length  of  the  printed  notation 


sr 


Lift.   Enter  the  note  by  a  quick  diatonic  or 
chromatic  scale,  with  length  of  scale  de- 
termined by  the  length  of  the  notation. 


<"% 


Spill.   This  is  the  reverse  of  the  lift,  with 
the  length  of  the  scale  determined  by  the 
length  of  the  notation. 


it) 


Indefinite  sound.   Indefinite  pitch  played  so 

that  the  note  is  really 

felt  rather  than  heard. 

Ghost  note. 


i0*K 


or 


V 


;. 


+ 


J 


Play  with  a  very  rapid  gliss  from 
The  plop.   an  indefinite  higher  note  to  a 
wr i  tten  note. 
(Biasini) 


Rip.   Shorten  the  lower  note,  then  quickly 
play  a  gliss  to  the  higher  note,  accenting 
the  hi  gher  note . 
(Terry  and  Rizzo) 

Du .   Play  with  a  hand  or  a  plunger  mute 
partially  over  the  bell(usually  play  with 
"wall"). 


Man .   Play  with  a  full  tone,  not  muf fl ed ( after 
"du")  . 
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Summary 


After  reviewing  the  literature,  one  could  have  come 
to  the  conclusion  that  we  of  this  era  were  much  more  knowledge- 
able about  the  correct  manner  to  perform  articulations  in 
music  of  the  17th  and  18th  centuries  than  we  were  about  the 
music  of  the  19th  and  20th  centuries.   The  Bendinelli  and 
Fantini  trumpet  treatises  gave  clear  indications  on  how  to 
tongue  Baroque  music.   As  for  the  practice  of  double-dotting 
notes,  it  was  chronicled  by  many  including  Collins  and  Enrico. 

The  use  of  articulation  marks  increased  during  the 
Classical  Period,  but  the  treatises  of  Quantz,  Mozart,  and 
Altenburg  helped  further  our  knowledge  of  how  music  was  to 
be  performed.   Performers  have  been  helped  considerably  by 
the  absence  of  disagreements  among  major  writers  of  that  time. 

It  was  in  the  music  of  the  Romantic  Period  that  confusion 
about  proper  performance  techniques  occurred.   The  fact  that 
the  major  treatises  of  the  period(Rimsky-Korsakov,  Berlioz- 
Strauss)  were  written  for  the  use  of  composers,  not  performers 
as  in  the  Classical  Period,  may  have  been  a  contributing  fac- 
tor to  the  ambiguity.   Another  factor  may  have  been  that 
though  the  major  writers  of  the  day  gave  very  clear  directions 
on  how  string  music  should  have  been  bowed,  they  gave 
very  few  directions  instructing  how  brass  music  should  have 
been  tongued.   It  is  possible  that  the  composers  felt  the  no- 
tation could  have  been  i nterchanged (between  strings  and  winds) 
without  confusion.   It  is  also  possible  that  there  were  un- 
written rules  on  tonguing  that  are  not  known  today.   Finally 
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it  is  possible  that  composers  of  the  day  did  not  care  if  wind 
articulation  was  ragged,  uneven,  and  inconsistent  from  one 
performance  to  the  next(this  last  supposition  seems  unlikely). 
In  any  event,  there  j_s  confusion  about  the  transference  of 
Romantic  string  notation  to  the  winds. 

It  was  only  natural  that  20th-century  composers  and 
performers,  building  on  the  confusion  of  the  Romantic  Period, 
should  have  had  major  differences  of  opinion  on  how  specific 
notations  should  have  been  articulated.   As  the  works  of 
Martino  and  McBeth  clearly  showed,  authorities  often  had 
diametrically  opposed  views  on  what  articulation  marks  meant. 
The  Harvard  Dictionary  of  Music(Apel,  1982)  and  Paul  Hindemith 
(1949),  for  example,  differed  on  the  length  of  staccato-dotted 
notes.   Some  felt  that  the  tenuto  mark  meant  legato  without 
accent,  while  others  felt  sure  that  the  mark  implied  pressure. 

It  is  interesting  to  note  that  when  composers  and  per- 
formers of  20th-century  and  avant-garde  music  met  at  the 
Ghent  Conference  in  1974,  except  for  a  few  special  effects, 
they  found  it  impossible  to  agree  on  how  articulations  should 
be  notated.   With  small  variations,  however,  most  jazz 
authorities  studied  agreed  on  the  definitions  of  jazz  articu- 
lation notations.   In  this  area,  performers  had  a  good  chance 
of  meeting  composer  expectations,  and  composers  could  be 
reasonably  sure  that  their  notations  would  be  played  correctly. 
It  was  hoped  that  a  careful  study  of  contemporary  performance 
practices  of  standard  music  would  lend  the  same  clarity  to 
standard  notation. 


CHAPTER  THREE 
METHODOLOGY 


General  Research  Design 

The  research  design  of  this  study  revolved  around  the 
study's  research  question  and  three  hypotheses.   To  answer 
the  research  question,  authorities'  views  of  articulation 
during  the  past  four  centuries  were  examined.   These  views 
were  stated  in  the  review  of  literature  in  Chapter  Two.   In 
order  to  test  the  first  hypothesis,  research  findings  were 
examined,  as  well  as  the  written  comments  of  contemporary 
composers  and  the  results  of  a  survey  of  composers  dealing 
with  articulation.   In  order  to  test  the  second  hypothesis, 
a  survey  of  brass  articulation  preferences  of  brass  performers 
was  conducted.   In  order  to  test  the  third  hypothesis,  a  num- 
ber of  recorded  examples  of  music  of  a  variety  of  musical  eras 
and  periods  were  analyzed .  This  involved  listening  for  the 
type  of  articulation  used  in  the  performance  of  each  note 
played  by  each  brass  player  in  each  recorded  example. 

A  musical  guide  showing  an  overview  of  brass  articulation 
was  developed  based  on  the  researched  findings.   Further  in- 
formation concerning  the  design  of  the  study  can  be  found  in 
this  study's  Introducti on( Chapter  One). 


50 


-51 


Instrumentation  and  Applications 


This  study  utilized  two  survey  instruments:  one  to  de- 
termine how  composers  notate  articulations,  and  the  second 
to  determine  how  brass  performers  perceive  articulation  no- 
tations.  Henceforth,  the  former  will  be  referred  to  as  a 
composer  survey,  and  the  latter  will  be  referred  to  as  a 
performer  survey. 

The  composer  survey(see  Appendix  A)  was  formulated  so  as 
to  give  composers  the  opportunity  to  demonstrate  what  articu- 
lation notations  they  would  use  to  notate  individually 
described  articulations.   The  author  composed  a  two-measure 
musical  phrase  in  order  to  present  a  rhythmically  complex 
example  in  a  relatively  small  musical  space.   This  allowed 
composers  to  show  how  they  notated  articulations  in  differ- 
ent configurations  but  would  keep  the  amount  of  time  needed 
to  complete  the  survey  within  a  practical  range. 

A  series  of  15  articulation  descriptions  was  formulated. 
These  descriptions  were  designed  to  describe  almost  all  of 
the  possible  permutations  of  the  three  elements  of  articula- 
tion as  described  by  Reed ( personal  communication,  July  3, 
1984)--the  attack,  how  long  a  note  is  sustained,  and  the 
dynamic  level  of  the  attack  and  the  sostenuto. 

The  composer  survey  was  sent  to  72  American  brass  com- 
posers suggested  by  members  of  the  graduate  music  faculty 
of  the  University  of  Florida.   Criteria  for  selection  included 
such  factors  as  faculty  members'  regard  for  composers' 
works,  the  extent  of  brass  usage  in  composers'  works,  and 
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the  likelihood  of  receiving  a  response  to  the  survey.   Forms 
were  sent  to  the  composers  during  the  last  week  of  June,  1984, 
with  follow-up  letters  sent  to  non-responding  composers  dur- 
ing July  and  September,  1984.   Twenty-eight  composers  chose 
to  complete  the  articulation  survey-form,  for  a  response  rate 
of  39%.   Three  composers  who  did  not  complete  the  form  did 
respond  with  thoughtful  letters  concerning  articulation,  while 
one  composer  contributed  his  feelings  on  the  subject  through 
a  personal  interview. 

In  July,  1985,  those  40  composers  who  did  not  respond 
to  the  composer  survey  were  sent  a  performer  survey(see  Ap- 
pendix B),  with  instructions  that  they  could  feel  free  to 
change  any  written  notations  to  fit  their  conceptions  as  to 
how  articulations  should  be  notated.   Fourteen  composers 
chose  to  complete  the  performer  survey,  for  a  response  rate 
of  35%.   Of  the  original  72  composers  included  in  the  survey, 
42  responded  to  one  of  the  two  survey-forms,  for  an  overall 
response  rate  of  58%. 

The  performer  survey  used  the  same  15  articulation  de- 
scriptions as  used  in  the  composer  survey.   For  each 
description,  performers  were  asked  to  choose  among  several 
notated  examples  of  a  musical  phrase  and  select  the  notation 
that  best  exemplified  the  written  description  of  each  articu- 
lation. 

In  order  to  determine  notated  examples  for  each  descrip- 
tion in  the  performer  survey,  tabulated  results  from  the 
28  completed  composer  survey-forms  were  used.   The  musical 
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example  in  the  composer  survey-form  was  simplified  in  the 
performer   form  in  order  to  keep  the  performer  survey  within 
a  manageable  length. 

Sampl e  Popul ation 

The  study's  performer  survey  was  administered  to  approxi- 
mately 280  participants  of  the  1985  New  York  Conference  for 
Brass  Scholarships.   Those  who  attended  represented  a  wide 
spectrum  of  brass  musicians.   It  is  assumed  that  most  were 
from  the  northeastern  United  States,  though  musicians  attended 
from  throughout  the  country.   The  improvement  of  brass  play- 
ing was  an  assumed  bond  of  those  who  attended. 

Performer  survey-forms  were  handed  to  those  entering 
through  the  main  doors  of  the  Roosevelt  Hotel  Ballroom,  in 
New  York  City,  the  major  performing  hall  of  the  conference, 
during  the  first  two  days  of  the  three-day  conference.   Forms 
were  handed  to  all  who  indicated  that  they  were  a  brass 
musician  and/or  a  conductor.   Two  hundred-eight  forms  were 
successfully  completed  for  an  approximate  response  rate  of  74%. 
Of  these,  two  gave  no  classifying  information.   Of  the  others, 
94  were  from  trumpet  players,  19  from  French  horn  players, 
65  from  trombone  players,  17  from  tuba  players,  9  from  eupho- 
nium players,  and  2  were  from  non-brass  players  who  were 
conductors . 
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Analysis  of  Data 


To  determine  the  accuracy  of  this  study's  first  hypoth- 
esis,  that  contemporary  composers  would  demonstrate 
different  conceptions  of  how  various  brass  articulations 
should  be  notated,  completed  composer  survey-forms  were  ana- 
lyzed to  determine  each  composer's  individual  preferences. 
The  information  was  then  gathered  and  synthesized.   For  the 
purpose  of  this  study,  if  greater  than  75%  of  the  42  studied 
composers  demonstrated  the   same  concept  of  how  an  articula- 
tion was  to  be  notated,  that  was  considered  adequate 
information  to  accept  the  study's  first  hypothesis. 

This  study's  second  hypothesis,  that  brass  performers 
would  indicate  no  clear  preferences  on  how  individual  brass 
articulations  should  be  notated,  was  tested  by  a  survey  of 
208  brass  performers.   A  chi-square  analysis  was  performed  to 
determine  if  brass  performer  preferences  were  significantly 
different  at  the  .05  probability  level. 

This  study's  third  hypothesis,  that  major  conductors 
would  demonstrate  a  common  practice  of  performing  brass  articu 
lation   notations,   was  tested  by  the  author  carefully 
listening  to  a  variety  of  recorded  examples  of  11  works. 
Works  i  ncl uded 

Brandenburg  Concerto  in  F(3rd  Movement) 
Trumpet  Concerto(1st  Movement) 
Symphony  No.  5  in  C  Minor(4th  Movement) 
Fantastic  Symphony(5th  Movement 
Overture  to  Die  Mei sters i nger 


J.  S.  Bach 
F.J.  Haydn 
L.  Beethoven 
H .  Ber 1 i  oz 
R.  Wagner 
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Rimsky-Korsakov  Capriccio  Espagnol (5th  Movement) 
G.  Mahler       Symphony  No.  1  in  D(4th  Movement) 

The  Stars  and  Stripes  Forever 

Nocturnes ("Fetes") 


J.  P .  Sousa 
C.  Debussy 


I.  Stravinsky   Rite  of  Spri ng ( "Danse  Sacre") 

A.  Berg         Wozzeck ( "Soldiers '  March") 

The  author  analyzed  each  available  recording  of  the 
above  works  in  the  music  libraries  of  the  University  of  Florida, 
the  University  of  Maine  at  Orono,  the  Queens  Borough  Public 
Library  in  New  York  City,  the  author's  private  library,  and 
other  sources  where  available,  to  determine  how  each  excerpt 
was  articulated.   To  analyze  the  articulation  usage  of  con- 
ductors, 18  different  articulations  were  numerically 
identified. 

After  listening  to  each  recorded  excerpt,  the  author 
identified  each  brass  note  with  a  number  indicating  the 
articulation  used(see  Appendix  C).   For  each  recorded  work 
studied,  the  author  described  the  articulation  practices  dem- 
monstrated.   After  all  recordings  were  described,  an  attempt 
was  made  to  report  on  common  threads  running  through  all 
performances.   If  over  half  of  the  examples  had  no  similari- 
ties, the  hypothesis  was  considered  disproved. 

This  study's  major  purpose,  to  develop  an  articulation 
guide  for  use  by  contemporary  composers  and  performers  of 
standard  brass  music,  was  fulfilled  by  compiling  information 
covered  during  the  course  of  the  study.   Suggestions  were 
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given  on  how  to  perform  music  of  different  musical  periods. 
Suggestions  for  composers  were  based  on  performer  surveys. 
A  final  chapter  presented  a  summary,  discussion,  conclusions 
and  recommendations  related  to  the  study's  findings. 


CHAPTER  FOUR 
CONTEMPORARY  BRASS  COMPOSER  NOTATIONAL  PREFERENCES 


Musical  notation  is  a  representative  language.   A 
performer  needs  to  understand   notational  signs  dealing  with 
pitch,  duration,  volume,  phrasing,  and  articulation  in  order 
to  fulfill  composer  intentions.   In  an  ideal  situation,  com- 
posers would  share  identical  concepts  of  how  to  notate  these 
musical  components.   Performers  would  then  be  able  to  learn 
the  standard  method  of  playing  notations.   In  order  to  deter- 
mine if  contemporary  American  composers  share  a  standardized 
method  of  notating  brass  articulations,  the  following  hypothe 
sis  was  formulated:   Contemporary  American  composers  will 
demonstrate  different  conceptions  of  how  brass  articulations 
should  be  notated. 


Instrument 

To  test  the  above  hypothesis,  a  composer  survey  was 
formulated  in  order  to  give  composers  the  opportunity  to  de- 
monstrate what  articulation  notations  they  would  use  to 
notate  individually  described  articulations.   The  author 
composed  a  two-measure  musical  phrase(see  Example  No.  12)  in 
order  to  present  a  rhythmically  complex  example  within  a  rel- 
atively small  musical  space.   This  allowed  composers  to  show 
how  they  notated  articulations  in  different  configurations 
but  would  keep  the  amount  of  time  needed  to  complete  the  sur- 
vey within  a  practical  time  range. 
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Example  No.  12.   Composer  Survey  Musical  Phrase 

A  series  of  15  articulation  descriptions  was  formulated. 
These  descriptions  were  designed  to  describe  almost  all  of 
the  possible  permutations  of  the  three  elements  of  articula- 
tion(the  attack,  how  long  a  note  is  sustained,  and  the 
dynamic  level  of  the  attack  and  the  sostenuto).   The  descrip- 
tions used  were  as  follows-. 

1.  Notes  receive  full  value(with  each  note  barely  sepa- 
rated from  the  next),  with  loud  attacks  and  quick 
decrescendos . 

2.  Notes  receive  full  value(with  a  minimum  of  space  be- 
tween notes),  without  loud  attacks. 

3.  Notes  shortened  in  value(each  separated  from  the 
next),  without  loud  attacks. 

4.  Notes  shortened  in  value(each  separated  from  the 
next),  with  loud  attacks. 

5.  Notes  receive  full  value,  with  notes  louder  than 
normal  within  the  prevailing  dynami c(notes  accented 
for  the  whole  of  their  duration). 

6.  Notes  shortened  in  value,  receiving  very  loud  at- 
tacks, with  only  slight  diminuendos. 

7.  Notes  receive  full  value,  with  very  loud  attacks, 
with  quick  and  large  diminuendos. 

8.  Notes  receive  full  value,  with  each  note  stressed 
or  leaned  upon(perhaps  with  each  note  receiving  a 
si i  ght  crescendo)  . 

9.  Notes  are  slightly  separated,  receiving  forceful  at- 
tacks with  slight  decays. 

10.  Notes  are  shortened  in  value,  with  \/ery    loud  at- 
tacks and  quick  diminuendos. 


-59- 


11.  Notes  receive  slight  or  some  separation,  with  each 
note  stressed  or  leaned  on(a  very  slight  crescendo 
on  each  note) . 

12.  Notes  receive  full  value  with  no  separation,  receiv- 
ing diaphragmatic  stress,  rather  than  articulated 
accents . 

13.  Notes  receive  some  separation  and  diaphragmatic 
stress,  rather  than  articulated  accents. 

14.  Notes  are  a  flow  of  sound  with  the  beginning  of  each 
note  barely  articulated. 

15.  Notes  are  one  flow  of  sound,  with  no  breaks  between 
them. 

The  composer  survey(see  Appendix  A)  was  sent  to  72  Amer- 
ican brass  composers  suggested  by  members  of  the  graduate 
music  faculty  of  the  University  of  Florida.   Criteria  for  se- 
lection included  such  factors  as  faculty  members'  regard  for 
composers'  works,  the  extent  of  brass  usage  in  composers' 
works,  and  the  likelihood  of  receiving  a  response  to  the 
survey.   Forms  were  sent  to  the  composers  during  the  last 
week  of  June,  1984,  with  follow-up  letters  sent  to  non-re- 
sponding composers  during  July  and  September,  1984. 
Twenty-eight  composers  chose  to  complete  the  articulation 
survey-form,  for  a  response  rate  of  39%.   Three  composers 
who  did  not  complete  the  survey-form  did  respond  with 
thoughtful   letters  concerning  articulation,  while  one  com- 
poser contributed  his  feelings  on  the  subject  through  a 
personal  i  nterv  i  ew . 

In  July,  1985,  those  40  composers  who  did  not  respond 
to  the  composer  survey  were  sent  a  performer  survey(see  Ap- 
pendix B),  with  instructions  that  they  could  feel  free  to 
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change  any  written  notations  to  fit  their  conceptions  as  to 
how  articulations  should  be  notated.   Fourteen  composers 
chose  to  complete  the  performer  survey,  for  a  response  rate 
of  35%.   Of  the  original  72  composers  included  in  the  survey, 
42  responded  to  one  of  the  two  survey-forms,  for  an  overall 
response  rate  of  58%. 

The  articulation  notations  used  by  the  42  composers  who 
completed  either  the  composer  or  performer  survey  were  listed 
and  totaled.   For  the  purpose  of  this  study,  if  75%  of  the 
composers  who  filled  out  surveys  agreed  on  a  specific  nota- 
tion for  a  particular  articulation,  the  hypothesis  that 
contemporary  American  composers  will  demonstrate  different 
conceptions  of  how  brass  articulations  should  be  notated  would 
have  been  disproved. 

Composer  Survey  Results 

In  response  to  the  survey's  first  articulation  example-- 
notes  receive  full  value(with  each  note  barely  separated  from 
the  next)  with  loud  attacks  and  quick  decrescendos--45 . 2%  of 
the  42  responding  composers  notated  the  passage  with  normal 
accents(  >  ).   Forte-pianos  (  fp  )  were  placed  under  notes  of 
19.1%  of  the  passages,  while  sforzando  mark i ngs ( sf z )  were 
placed  under  14.3%  of  the  passages.   Each  of  the  remaining 
notations(21 .4%)  was  used  by  fewer  than  10%  of  the  composers. 
For  articulation  one,  hypothesis  one  was  not  rejected. 

The  survey's  second  ar t i cu  1  at i on- -notes  receive  full 
value(with  a  minimum  of  space  between  notes),  without  loud 
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attacks--had  42.9%  of  the  composers  choosing  legato  marks 
("-—),  and  40.5%  of  the  composers  choosing  to  leave  the  ex- 
ample without  any  articulation  marks.   Each  of  the  remaining 
notations(16.6%)  was  used  by  fewer  than  10%  of  the  composers. 
For  articulation  two,  hypothesis  one  was  not  rejected. 

Staccato  marks(  •  )  were  used  by  69.8%  of  composers  to 
notate  the  third  arti cul ati on--notes  shortened  in  value(each 
separated  from  the  next),  without  loud  attacks.   A  combination 
of  legato  and  staccato  marks(-r*)  was  used  by  14.0%  of  com- 
posers, and  the  written  description  "detached"  was  used 
under  the  musical  example  in  11.6%  of  composer  responses. 
Though  the  total  number  of  composers  using  staccato  marks  to 
describe  this  description  was  a  good  majority,  by  the  estab- 
lished criterion,  hypothesis  one  was  not  rejected  for  the 
third  arti  cul ti  on . 

In  response  to  the  survey's  fourth  arti cul ation--notes 
shortened  in  value(each  separated  from  the  next),  with  loud 
attacks--47 . 6%  of  responding  composers  notated  the  musical 
passage  wi th  a combi nat i on  of  staccato  and  normal  accent  marks 
(  >).   None  of  the  other  notations  used  to  describe  the 
fourth  articulation  were  used  by  more  than  10%  of  the  compo- 
sers.  For  articulation  four,  hypothesis  one  was  not  rejected. 

For  articulation  five--notes  receive  full  value, 
with  notes  louder  than  normal  within  the  prevailing  dynamic 
(notes  accented  for  the  whole  of  their  durati on)--37 . 1%  of 
composers  notated  the  musical  passage  with  a  combination  of 
normal  accents  and  legato  marks(Sl).   The  normal  accent  was 


62 


used  by  14.3%  of  composers  as  was  the  dynamic  mark  of  forte 
(  f  )  with  no  articulation  marks.   The  remaining  34.1%  of 
notations  were  each  notated  by  fewer  than  10%  of  the  composers. 
For  articulation  five,  hypothesis  one  was  not  rejected. 

The  survey's  sixth  art i cul at i on--notes  shortened  in 
value,  receiving  very    loud  attacks,  with  only  slight  dimin- 
uendos—had 28.2%  of  responding  composers  notating  the  musical 
example  with  a  combination  of  normal  accents  and  staccato 
marks(  >  ),  15.4%  of  composers  notating  the  example  with 
circumflex  accents(/\),  15.4%  of  composers  writing  a  sfor- 
zando  marking  under  each  note(sffz),  and  had  12.8%  of  composers 
notating  the  example  with  a  combination  of  circumflex  accents 
and  staccato  marks(^).   Each  of  the  remaining  notations 
(28.2%)  was  notated  by  fewer  than  10%  of  the  composers.   For 
articulation  six,  hypothesis  one  was  not  rejected. 

The  combination  of  legato  marks  and  sforzando  signs(Jy£) 
occurred  in  22.2%  of  the  notated  examples  for  the  survey's 
seventh  arti cul ati on--notes  receive  full  value,  with  very 
loud  attacks,  with  quick  and  large  diminuendos.   Composers 
used  the  combination  of  the  dynamic  signs  of  forte-pi ano(fp ) 
under  each  note  along  with  the  written  description  "bell- 
tones"  in  16.7%  of  the  responses.   A  sforzando  mark(sfz)  was 
also  used  in  16.7%  of  the  responses.   No  other  of  the  44.4% 
of  responses  was  used  by  more  than  two  composers.   Hypothesis 
one  was  not  rejected  for  articulation  seven. 

For  the  survey's  eighth  descr i pt i on--notes  receive  full 
value,  with  each  note  stressed  or  leaned  upon(perhaps  with 
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each  note  receiving  a  slight  crescendo) --35 . 5%  of  composers 
used  legato  marks,  16.1%  used  a  combination  of  legato  marks 
and  crescendo  signs(-£)  under  each  note,  and  16.1%  used 
just  crescendo  signs(«<)  under  each  note.   None  of  the  re- 
maining notations  used(29.4%)  was  used  by  10%  of  the  composers. 
For  the  eighth  articulation,  hypothesis  one  was  not  rejected. 
Three  separate  notations  were  equally  popular  among  re- 
sponding composers  to  describe  the  survey's  ninth  articulation- 
notes  are  slightly  separated,  receiving  forceful  attacks 
with  slight  decays.   The  normal  accent  mark  used  by  itself, 
the  normal  accent  with  a  staccato  mark(>*),  and  a  combination 
of  staccato  marks  with  the  legato  mark  and  the  normal  accent 
(^S)  each  garnered  14.3%  of  composer  preferences.   The  word 
-marcato"  used  under  the  musical  example  was  used  by  11.4%  of 
composers,  as  was  the  use  of  the  word  "marcato"  with  normal 
accents,  and  use  of  sforzando  marks  under  each  note.   None  of 
the  remaining  22.9%  of  notations  used  occurred  more  than 
once.   For  the  ninth  articulation,  hypothesis  one  was  not 
rejected . 

For  "notes  are  shortened  in  value,  with  very  loud  at- 
tacks and  quick  diminuendos,"  the  survey's  tenth  articulation, 
25.6%  of  responding  composers  chose  a  combination  of  staccato 
marks  with  sforzando  s  i  gns  U/,.)  .   Next  in  popularity  was  a 
combination  of  circumflex  accents  and  sforzando  signs(j/) 
and  a  combination  of  normal  accents  and  staccato  marks,  each 
receiving  12.8%  of  responding  composer  preferences.   None  of 
the  remaining  notat i ons (48 . 8%)  was  used  by  10%  of  the 
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composers.   For  the  tenth  articulation,  hypothesis  one  was 
not  rejected. 

The  survey's  11th  art i cul ati on--notes  receive  slight 
or  some  separation  with  each  note  stressed  or  leaned  on(a 
very  slight  crescendo  on  each  note)--had  31.3%  of  responding 
composers  using  crescendo  si gns (  ^C  )  under  each  note.   The 
second  most  popular  choice  was  a  combination  of  staccato  marks 
and  legato  marks(-i-),  with  18.8%  indicating  that  notation, 
and  the  third  choice  was  the  use  of  legato  marks  alone,  with 
a  15.6%  preference.   None  of  the  remaining  34.3%  of  articula- 
tions used  by  composers  was  used  by  more  than  10%.   For  the 
11th  articulation,  hypothesis  one  was  not  rejected. 

For  the  12th  arti cul at i on--notes  receive  full  value  with 
no  separation,  receiving  diaphragmatic  stress,  rather  than 
articulated  accents- -composers  had  two  clear  preferences. 
The  use  of  legato  marks  over  a  slur  ("CJ""  *"^*)  was  indicated  by 
42.9%  of  composers,  while  the  use  of  normal  accents  was  indi- 
cated by  20.0%  of  composers.   None  of  the  remaining  notations 
(37.1%)  was  given  by  10%  of  the  responding  composers.   For 
the  12th  articulation,  hypothesis  one  was  not  rejected. 

The  survey's  13th  art i cul at i on--notes  receive  some  sep- 
aration and  diaphragmatic  stress,  rather  than  articulated 
accents--had  two  notations  which  were  equally  preferred  by 
composers.    Legato  marks  with  staccato  marks("T*)  and  stacca- 
to marks  over  a  s 1 u r ( L*  V )  were  each  used  by  25.8%  of 
responding  composers.   Legato  marks  by  themselves  were  used 
by  12.9%  of  composers.   None  of  the  remaining  35.5%  of 
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notations  gathered  support  from  more  than  10%  of  the  composers. 
For  the  13th  articulation,  hypothesis  one  was  not  rejected. 

Legatos  over  a  si  urC1^!^) gathered  the  most  support 
(33.3%)  among  composers  for  the  14th  art i cu 1 ati on--notes  are 
a  flow  of  sound  with  the  beginning  of  each  note  barely  arti- 
culated.  The  written  description  "sostenuto"  was  used  by 
11.9%  of  the  composers.   The  majority  of  notations  for  this 
example(54.8%)  were  each  used  by  fewer  than  10%  of  the  compo- 
sers.  For  the  14th  articulation,  hypothesis  one  was  not 
rejected. 

For  the  final  articulation--notes  are  one  flow  of  sound, 
with  no  breaks  between  them--79.0%  of  the  responding  composers 
notated  the  musical  example  with  a  slur.   A  slur  with  the 
written  description  " 1 egat i ss imo "  was  used  by  10.5%  of  compo- 
sers.  The  remaining  10.5%  was  split  among  several  preferences. 
For  the  15th  articulation,  hypothesis  one  was  rejected. 

The  hypothesis  that  contemporary  American  composers  will 
demonstrate  different  conceptions  of  how  brass  articulations 
should  be  notated  was  not  rejected.   In  just  two  articulation 
examples,  performers  without  advance  knowledge  of  how  specific 
composers  notate  individual  articulations  had  a  better 
than  50%  chance  of  knowing  what  articulation  a  composer  desired 
for  an  individual  notation.   In  the  remaining  13  examples, 
composers  failed  to  show  a  majority  preference  for  one  no- 
tation, and  only  the  15th  articulation  displayed  a  75% 
composer  preference  for  one  notation(the  slur). 
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Guide  to  Individual  Composer  Articulation  Notation  Usage 

As  a  result  of  this  part  of  the  study,  a  guide  to  compo- 
ser articulation  notation  intentions  was  assembled  to  give 
performers  the  opportunity  to  discover  what  composers  actually 
mean  when  they  use  articulation  notations ( see  Appendix  D). 
It  includes  a  selected  group  of  contemporary  American  compo- 
sers.  The  included  entries  in  this  guide  come  from  four 
sources:   1)  a  composer  articulation  survey  distributed  to 
72  American  composers;  2)  a  performer  survey  distributed  to 
composers  who  did  not  complete  the  first  survey;  3)the  book 
Effective  Performance  of  Band  Music  byW.  Francis  McBeth( 1 972 ) ; 
and  4)  a  personal  interview  with  Vaclav  Nelhybel.   The  infor- 
mation source  for  each  composer's  notations  has  been  listed 
i  n  the  guide. 

Summary 


Forty-two  contemporary  American  composers  answered  a 
survey-form   dealing  with  brass  articulation  notation.   Ex- 
cept for  the  use  of  a  slur,  there  was  no  consensus  on  how 
articulations  should  be  notated.   As  it  would  be  impossible 
for  performers  to  learn  one  standard  definition  for  notations, 
a  guide  to  individual  composer  articulation  notation  usage 
was  assembl ed( see  Appendix  D).   It  is  hoped  that  this  guide 
will  prove  to  be  a  valuable  source  to  provide  insight  into 
composer  intentions. 


CHAPTER  FIVE 
PERFORMER  NOTATIONAL  PREFERENCES 


Composers  have  personal  preferences  as  to  how  certain 
articulations  are  to  be  notated,  but,  as  shown  in  this  study's 
composer  survey,  they  do  not  share  their  notational  prefer- 
ences.  This  makes  it  virtually  impossible  for  performers 
to  meet  composer  intentions.   If  performers  share  a  common 
conception  of  how  individual  articulations  should  be  notated, 
however,  it  would  be  possible  for  composers  to  tailor  their 
articulation  usage  to  fit  the  performers'  conceptions.   In 
order  to  determine  if  such  conceptions  exist,  the  following 
hypothesis  was  formulated:    Brass  performers  will  indicate 
no  clear  preferences  on  how  individual  brass  articulations 
should  be  notated. 

Performer  Survey  Description 

In  order  to  test  the  hypothesis  that  performers  will 
indicate  no  clear  preferences  on  how  brass  articulations 
should  be  notated,  a  performer  survey  was  formulated.   This 
survey  used  the  same  15  articulation  descriptions  as  used  as 
part  of  this  study's  composer  survey(see  pp.  58-59),  with  the 
exception  that  articulation  numbers  seven  and  eight  were 
inadvertantly  reversed.   In  the  performer  survey,  therefore, 
the  seventh  articulation  was  that  notes  receive  full  value, 
with  each  note  stressed  or  leaned  upon(perhaps  with  each 
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note  receiving  a  slight  crescendo).   The  eighth  description 
was  that  notes  receive  full  value,  with  very  loud  attacks, 
with  quick  and  large  dimi nuendos (see  Appendix  B).   For 
each  articulation  description,  performers  were  asked  to  choose 
among  several  notated  examples  of  a  musical  phrase  and  select 
the  notation  that  best  exemplified  the  written  description. 

In  order  to  determine  notated  examples  for  each  written 
description  in  the  performer  survey,  tabulated  results  from 
the  composer  survey  were  used.   Any  articulation  notation 
for  each  example  that  occurred  more  than  once  in  a  composer 
survey  was  included  in  the  performer  survey  as  a  possible  no- 
tation for  that  description.   The  musical  example  was 
simplified  in  the  performer  survey-f orm( see  Example  No.  13) 
in  order  to  keep  the  performer  survey-form  within  a  manageable 
1 ength . 


'i  J  J  J  J 


Example  No.  13.   Performer  Survey  Musical  Example 


The  performer  survey  was  administered  to  280  of  those 
attending  the  New  York  Conference  for  Brass  Scholarships 
(N.Y.C.F.B.S. )   Each  year,  the  N.Y.C.F.B.S.  holds  a  three- 
day  conference  where  many  fine  brass  musicians  give  concerts 
and  clinics,  and  where  brass  players  have  an  opportunity  to 
attend  exhibits  displayed  by  brass  instrument  manufacturers 
and  music  publishers.   The  purpose  of  this  conference  is  to 
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raise  money  to  provide  promising  brass  students  summer  train- 
ing.  Though  it  is  assumed  that  most  who  attended  were  from 
the  northeastern  United  States,  musicians  were  present  from 
throughout  the  country  and  represented  a  wide  spectrum  of 
brass  musicians.   The  assumed  common  bond  of  all  present  was 
a  commitment  to  the  improvement  of  brass  playing. 

The  performer  survey  was  distributed  to  approximately 
280  participants  of  the  N.Y.C.F.B.S.   Forms  were  handed  to 
those  entering  through  the  main  doors  of  the  Roosevelt  Hotel 
Ballroom  in  New  York  City,  the  major  performing  hall  of  the 
conference,  during  the  first  two  days  of  the  conference. 
Two  hundred-eight  forms  were  correctly  completed  for  an  ap- 
proximate response  rate  of  74%.   Of  these,  two  gave  no 
classifying  information.   Of  the  others,  94(45%)  were  from 
trumpet  players,  19(9%)  were  from  French  horn  players,  65(31%) 
were   from  trombone  players,  17(8%)  were  from  tuba  players, 
9(4%)  were  from  euphonium  players,  2  were  from  non-brass 
players  who  were  conductors ( 1 %) .   One  per  cent  of  the  popula- 
tion gave  no  classifying  information(for  a  99%  total  population 
due  to  a  rounding  of  percentages). 

One  hundred-nine,  or  52%,  of  those  who  returned  survey 
forms  were  from  14  to  29  years  old,  59(28%)  were  from  30  to 
45  years  old,  while  38,  or  18%,  were  older  than  45  years  old 
(one  per  cent  gave  no  classifying  information  for  a  total 
99%  due  to  a  rounding  of  percentages).   Of  those  who  returned 
the  survey-form,  104  considered  themselves  to  be  professional 
musicians,  or  50%,  39  considered  themselves  as  college 
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musicians,  or  19%,  37  considered  themselves  as  adult  amateurs, 
or  18%,  and  26  were  high  school  students,  or  13%.   One  per 
cent  gave  no  classifying  i nf ormat i on ( f or  a  101%  total  popula- 
tion due  to  rounding  of  percentages).   (See  Table  9) 

To  determine  the  accuracy  of  the  hypothesis  that  brass 
performers  would  indicate  no  clear  preferences  on  how  indivi- 
dual brass  articulations  should  be  notated,  performer  survey 
results  were  examined.   A  chi-square  analysis  was  performed 
to  determine  if  brass  performer  preferences  were  significantly 
different  at  the  .05  probability  level.   Performers  were  asked 
to  circle  the  musical  notation  that  best  exemplified  each 
written  description  of  an  articulation.   Descriptions  where 
respondents  chose  more  than  one  notation,  wrote  in  their  own 
notations,  or  added  to  existing  notations  were  discounted. 

Performer  Survey  Results 

As  can  be  seen  in  Table  10,  the  findings  for  all  15  ar- 
ticulation descriptions  were  significant  at  the  .05  probability 
level.   The  hypothesis  that  brass  performers  will  indicate  no 
clear  preferences  on  how  individual  brass  articulations  should 
be  notated  was  rejected. 

In  response  to  the  performer  survey's  first  articulation-- 
notes  receive  full  value(with  each  note  barely  separated  from 
the  next),  with  loud  attacks  and  quick  decrescendos--the  se- 
cond and  third  notations  received  almost  equal  support. 
As   can  be  seen  in  Table  10,  f orte-pi ano (  f p  )  written  under 
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the^usica!  exarap,e„as  the  preference  of  3,. 1,  „f  respon 
dents,  whHe  29.U  chose  the  cb,..t„„  of  iegato  marks  and 
noraa,  accents,^,.  The  Cosest  other  choice  „,s  the  use  of 
sforzandos(sfz)  under  each  note(21.«). 

The  results  of  the  surveys  second  »rt,cuUtion~„otes 
-ewe  fun  va,ue(with  a  mi„iraum  of  space  betueen  ^ 
without  ,oud  .«.«....,..  pointed  t0  signjfjcm  ^^^^^^ 

The  second  notation,  the  word  "legato"  written  „ 

8  "  "ritten  over  an  unaug- 

-ted  muSica,  exaraple,  was  chosen  by  47.5%  of  performer$ 

The  next  nearest  response  was  the  first  notation,  no  added 

marks (15. 8%) . 

Performs  showed  a  definite  preference  for  the  use  of 
—  cato  „rxs  t0  notate  t„.  thlrd  artJcu]at,on__notes  ^^^ 

ened  in  vaiuefeach  separated  fro™  the  next,,  without  loud 
"tacks-with  67.3*  choosing  that  notation.   The  use  of  t„, 

"end  "detached"  over  an  unmarked  exarap,e  „as  th 

choice  with  1  a  1  y  n-F    „   * 

18.1%  of  performer  preference. 

The  nse  of  the  combjned  SUccato  ^  ^  ^^  acc^ 

O)  »as  the  preferred  choice  of  3a.7«ofperformersfor 
»*.  ^rth  articu,ati„„..notes  shortened  ,„  ^.^ 

"ted  fro*  the  next,,  „1th  loud  att,cks   ^  ^  ^^ 

-tation  i„  popular,ty  _  ,  comb.ned  ^^^^  ^  ^ 

circumflex  accentfA^   ru    ,  . 

uuent(  •/>    the  choice  of  24  1*  «f  »~ 

^t.i70  ot  respondents 

A  dear  preference  was  a,so  shown  for  the  fifth  articu 
t«.  description-notes  receive  fM„  value,  with  notes 
'ouder  than  „„rma ,  w1tM„  th,  pr,¥t,]ln,  „,„ 

a-nted  for  the  whoie  of  their  duration,.   Thefjrst 


ie  second 


la- 
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notational  choice,  a  combination  of  normal  accents  with  lega- 
to marks(  ^L)  was  preferred  by  32.7%  of  performers,  with  19.1% 
opting  for  normal  accents  over  a  s 1 ur (^  ,^)  and  18.6% 
choosing  the  usage  of  a  forte  sign(  f  )  with  no  other  marks. 

The  use  of  sfforzando  signs(sffz)  was  the  preferred 
choice  of  37.3%  of  those  choosing  notations  for  the  survey's 
sixth  arti  cul  ati  on--notes  shortened  in  value,  receiving  \iery 
loud  attacks,  with  only  slight  diminuendos.   The  combination 
of  normal  accents  with  staccatos(  **   )  was  chosen  by  23.4%, 
while  circumflex  accents  were  chosen  by  22.9%. 

For  the  seventh  arti cul ati on--notes  receive  full  value, 
with  each  note  stressed  or  leaned  upon(perhaps  with  each 
note  receiving  a  slight  crescendo) --40 . 1%  of   performers  pre- 
ferred a  combination  of  legato  marks  with  crescendo  signs {•<*), 
The  second  most  favorite  notation  for  the  articulation  was  a 
series  of  crescendo  si gns ( 1 9 .8%) ,  while  the  third  choice 
was  a  series  of  piano  marks,  crescendo  signs,  and  mezzo-forte 
s  i  g  n  s  (J?«<C  Hff )  used  by  17.3%  of  the  respondents. 

Two  notations  were  the  preferences  of  performers  for  the 
eighth  arti cul ati on--notes  receive  full  value,  with  very  loud 
attacks,  with  quick  and  large  diminuendos.   The  written  de- 
scription "bell-tones"  over  the  musical  example  along  with 
forte-piano  signs  (  fp  )  under  each  note  were  selected  by  37.4% 
of  performers.   The  combination  of  sf orzando-pi ano  marks  un- 
der legato  m a r k s ( sfa )    was  chosen  by  34%  of  the  performers. 

The  ninth  art i cu 1  at i on- -notes  are  slightly  separated, 
receiving  forceful  attacks  with  slight  decays--  also  had  two 
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notations  receiving  support.   The  written  description 
"marcato"  written  over  the  musical  example  along  with  normal 
accents  under  each  note  was  preferred  by  29.9%  of  the  perform- 
ers.  The  second  most  popular  notation  was  a  combination  of 
normal  accents  and  staccato  marks  chosen  by  25.9%  of  the 
performers . 

A  majority  of  performers  expressed  a  similar  notational 
preference  for  the  10th  arti cul ati on--notes  are  shortened  in 
value,  with  very  loud  attacks  and  quick  diminuendos. 
Storzando-pi ano  marks  under  staccato  dots{sfp)    were  chosen 
by  58.5%  of  performers.   The  next  most  popular  choi ce ( 1 9 . 5% ) 

was  for  a  combination  of  circumflex  accents  over  each  note 

A 
and  sforzato  marks  under  each  note(  X    ). 

*F 

The  11th  arti cul ati on--notes  receive  slight  or  some 
separation,  with  each  note  stressed  or  leaned  on(a  very 
slight  crescendo  on  each  note)--also  garnered  a  similar  ma- 
jority response.   Most  performers ( 52 . 6%)  chose  a  series  of 
crescendo  marks(0  to  notate  the  articulation.   The  com- 
bination of  staccato  and  legato  marks(JU)  was  chosen  by  17.2% 
of  the  performers. 

The  survey's  12th  art i cu 1  at i on- -notes  receive  full  va- 
lue  with  no  separation,  receiving  diaphragmatic  stress, 
rather  than  articulated  accents--had  two  notations  receiving 
virtually  the  same  amount  of  performer  support.   The  combina- 
tion of  legato  marks  used  over  a  slur(C^J^T)  was  chosen 
by  33.8%  of  performers,  while  the  combination  of  normal 
accent  marks  used  over  a  slur(^^^)  was  chosen  by  31.3%  of 
performers . 
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A  combination  of  staccato  marks  over  a  slur(C^_^)  was 
the  clear  preference  of  performers  for  the  13th  articulation-- 
notes  receive  some  separation  and  diaphragmatic  stress,  rather 
than  articulated  accents--wi th  33.5%  of  responding  performers 
selecting  it.   A  combination  of  legato  and  staccato  marks("7") 
was  chosen  by  19.1%  of  performers,  while  legato  marks  by 
themselves  were  chosen  by  18.6%  of  performers. 

Of  all  responding  performers,  39.0%  chose  a  combination 
of  legato  marks  over  a  slur(v^^T)  for  the  14th  descr  i  pti  on-- 
notes  are  a  flow  of  sound  with  the  beginning  of  each  note  just 
barely  articulated.   The  next  closest  pref erence( 26 . 7%)  was 
for  the  written  description  "legato"  given  over  the  musical 
exampl e . 

For  the  15th  art i cu 1  at i on--notes  are  a  flow  of  sound, 
with  no  breaks  between  them--a  majority  of  perf  ornters  ( 61  .0%) 
chose  a  slur  to  notate  the  articulation.   The  written  descrip- 
tion "legatissimo"  given  under  a  slur  was  the  chosen 
articulation  of  35.4%  of  the  performers. 

Summary 


A  survey  of  208  brass  players  was  conducted  to  determine 
if  performers  displayed  notational  preferences  for  15  articu- 
lations.  Preferences  were  analyzed  for  overall  trends.   All 
articulation  descriptions  showed  significant  performer 
preferences  for  individual  notations  at  the  .05  probability 
level.   Overall  results  showed  that  four  articulation  descrip- 
tions received  a  majority  of  player  support  for  one  notation, 
seven  articulation  descriptions  received  a  clear  plurality 
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of  player  support  for  one  notation,  and  four  descriptions  had 
two  notations  sharing  performer  support.   The   hypothesis  that 
brass  performers  will  indicate  no  clear  preferences  on  how 
individual  brass  articulations  should  be  notated  was  rejected. 


CHAPTER  SIX 
COMMON  PRACTICE  BASED  ON  RECORDED  EXAMPLES 


In  modern  performances  of  symphonic  and  band  music,  the 
final  determination  of  how  notated  examples  are  to  be  played 
is  made  by  a  conductor.   Conductors  of  a  major  performing  en- 
semble(one  whose  performances  are  available  on  a  major 
recording  label)  can  have  a  large  influence  on  how  music  of 
many  eras  is  perceived.   If  these  authorities  demonstrate  a 
common  perception  of  how  articulation  notations  are  to  be 
performed,  it  would  be  possible  for  composers  to  notate 
their  music  in  an  acceptable  manner.   It  would  then  be  possi- 
ble for  performers  to  learn  the  common  perception,  thus 
making  rehearsals  more  efficient.   To  study  the  question 
of  whether  such  a  common  perception  exists,  the  following 
hypothesis  was  formulated:   Major  conductors  will  demonstrate 
a  common  practice  of  performing  brass  notations. 

Methodol ogy 

As  shown  by  this  study's  review  of  literature,  composers 
of  different  historical  periods  often  had  different  concep- 
tions of  how  to  notate  articulations.   To  determine  if 
conductors  share  similar  methods  of  performing  articulation 
notations,  composers  from  11  different  musical  periods  were 
examined.   Musical  periods  and  composers  studied  include  the 
late  Baroque(J.S.  Bach),  C 1  ass i cal ( Haydn ) ,  late  Classical 
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(Beethoven),  Romanti c (Ber 1 i oz ) ,  Russian  Romanti c(Rimsky- 
Korsakov),  early  Post-romant i c (Wagner  )  ,  late  Post-romantic 
(Mahler),  American  Romanti c ( Sousa) ,  Impressi oni sti c ( Debussy) , 
Neo-cl assic( Stravi nsky ) ,  and  Expressi oni sti c ( Berg  ) . 

An  excerpt  from  one  work  of  each  composer  was  selected 
for  study.   The  author  analyzed  each  available  recording  in 
the  music  libraries  of  the  University  of  Florida,  the  Univer- 
sity of  Maine  at  Orono,  the  Queens  Borough  Public  Library 
in  New  York  City,  the  author's  private  library,  and  other 
sources  where  available,  to  determine  how  each  excerpt  was 
arti  cul ated . 

To  analyze  the  articulation  usage  of  conductors,  18  dif- 
ferent articulations  were  identified  by  number.   They  were 

1.  Full  value(barely  separated),  loud  attacks,  quick 
dimi  nuendo. 

2.  Full  value,  without  loud  attack. 

3.  Note  shortened,  without  loud  attack. 

4.  Note  shortened,  with  loud  attack. 

5.  Note  full  value,  accented  for  the  whole  of  its 
durat i  on . 

6.  Note  shortened,  very  loud  attack,  slight  diminuendo. 

7.  Full  value,  note  stressed. 

8.  Full  value,  very  loud  attack,  slight  decay. 

9.  Slightly  separated,  forceful  attack,  slight  decay. 

10.  Slightly  separated,  very  loud  attack,  with  quick 
diminuendo. 

11.  Slight  separation,  note  stressed. 

12.  No  separation,  with  diaphragmatic  stress. 
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13.  Separation,  with  diaphragmatic  stress(not  tongued 
or  arti  cul ated  )  . 

14.  Flow  of  sound  with  just  a  bare  art i cul ation ( "d" ) . 

1 5 .  One  f 1 ow  of  sound . 

16.  Full  value,  loud  attack,  slight  decay. 

17.  Fast  as  possible(but  still  full  value). 

18.  Shortened  note,  with  loud  attack  and  quick  decay. 
After  listening  to  each  recorded  excerpt,  the  author 

identified  each  brass  note  with  a  number  indicating  the 
articulation  used(see  Appendix  C).   In  cases  where  instru- 
ments are  playing  unison  rhythms,  and  where  the  players  used 
similar  articulations,  only  one  number  was  assigned  to  the 
group.   In  some  cases,  it  was  impossible  for  the  author  to 
hear  an  individual  articulation.   In  those  cases,  a  question 
mark  was  used.   It  was  possible  that  some  notes,  through  an 
unclear  recording  or  an  incorrect  analysis,  were  mismarked. 
It  was  thought,  however,  that  most  articulation  analyses  would 
be  correct.   For  the  purpose  of  this  study,  if  over  half  of 
the  recorded  examples  had  few  similarities  in   articulation 
performance,  hypothesis  three  would  be  considered  disproved. 


Analyses  of  Recorded  Musical Excerpts 


J.S.  Bach(1685-1750)  .   Brandenburg  Concerto  No.  2(1721) 
Bach  is  unquestionably  the  most  famous  of  late  Baroque 
composers.   His  compositions  include  works  for  chorus,  organ, 
and  instrumental  ensembles.   The  six  concertos  dedicated  to 
the  Margrave  of  Brandenburg  combine  the  three-movement  form 
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of  Italian  concertos  with  rich  German  counterpoint.   The 
second  Brandenburg  features  a  virtuoso  trumpet  part.   This 
study  analyzed  measures  1-57  of  the  third  movement  in  The  Nor- 
ton Scores,  edited  by  Kami  en ( 1 968) . 

Eleven  different  recordings  were  used.   The  most  preva- 
lent notation  in  the  excerpt  was  a  series  of  diatonic  sixteenth 
notes(measures  4-6,  11-14,  17-20,  44-46,  and  53-55).   None  of 
these  passages  showed  a  consensus  of  conductor/performer 
practice.   In  the  first  sixteenth-note  passage,  for  instance, 
the  selections  conducted  by  Fehr,  Goberman,  Horenstein,  and 
Faerber  had  notes  shortened  with  a  loud  attack.   Those  con- 
ducted by  Hamoncourt,  Newman,  Schwartz,  and  Karajan  had 
notes  shortened,  but  without  a  loud  attack. 

An  even  greater  articulation  disparity  was  displayed 
when  two  non-diatonic  eighth-notes  were  played  in  succession. 
Whenever  the  figure  occurred,  either  one,  none,  or  both  were 
accented,  with  some  shortened  and  others  held  for  their  full 
val ue . 

The  notation  which  occurred  with  the  second  greatest  fre- 
quency in  the  excerpt  was  that  of  an  eighth-note  followed  by 
two  sixteenths.   The  most  popular  method  of  performing  the 
sixteenth-notes  was  to  shorten  them  without  loud  attacks,  as 
was  performed  by  six  conductors.   The  five  other  examples  in- 
cluded vastly  different  articulations.   There  was  no  consensus 
on  how  to  play  the  eighth-notes. 

In  summarizing  the  articulation  usage  of  different  con- 
ductors towards  the  music  of  Bach,  no  patterns  have  emerged. 
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The  fact  that  there  were  no  articulation  marks  in  the 
passage  may  have  accounted  for  some  diversity  in  playing 
styl es . 


F.J.  Haydn(1732-1809) .   Trumpet  Concerto(ca.  1765) 

Though  Haydn  composed  for  all  types  of  musical  groups, 
he  is  best  known  for  his  instrumental  writing.   He  was  a 
major   force  in  the  development  of  the  symphony,  and  his 
compositions  for  string  quartet  surpass  those  of  any  other 
Classical  composer.   His  trumpet  concerto  is  still  a  standard 
trumpet  solo  piece.   This  study  analyzed  the  solo  trumpet 
part  in  measures  37-83  in  the  Carl  Bowman  piano  reduction  pub- 
lished by  G.  Schirmer,  Inc. (1963). 

Seven  recordings  were  used  for  this  analysis.   Though 
there  are  accentual  differences  in  how  notes  are  initially 
struck,  all  conductors/performers  agreed  that  half-notes 
and  quarter-notes  receive  full  value.   One  versi on(conducted 
by  Redel)  had  almost  all  unslurred  quarters  and  halves  ac- 
cented, where  the  Reinhardt  and  Bamberger  versions  had  only 
half-notes  accented.   The  remaining  versions,  conducted  by 
Paillard,  Heiller,  Berinbaum,  and  Fiedler,  utilized  unaccented 
hal ves . 

As  a  general  rule,  if  eighths  were  connected  by  a  slur 
they  were  played  as  one  flow  of  sound,  though  Redel's  ver- 
sion used  just  bare  art i cu 1  at i ons ( " d" ) .   There  was  not  much 
agreement  on  the  use  of  eighth-notes  without  slurs.   Five 
of  the  conductors  played  the  eighth-notes  in  measure  37 
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shortened  without  loud  attacks,  but  Reinhardt  had  them  all 
played  full  value,  without  loud  attacks,  and  Berinbaum  had 
the  notes  just  barely  articulated.   There  was  less  agreement 
on  how  to  play  slurred  diatonic  si xteenth-notes (measure  42). 
Paillard's  rendition  had  all  sixteenth-notes  played  in  one 
sound,  as  did  Fiedler's  and  Ber i nberger  '  s .   Berinberger  and 
Redel,  however,  had  each  note  barely  articulated.   Reinhardt 
gave  each  note  full  value,  but  accented  with  a  loud  attack 
and  slight  decay.   Heillor  actually  shortened  the  slurred 
notes.   Slurs  over  long  notes,  halves  and  quarters,  were 
generally  played  as  one  flow  of  sound,  though  at  one  time 
or  another  in  most  examples,  notes  were  either  barely  articula- 
ted or  given  breath  accents. 

As  the  volume  increased  in  the  musical  selection,  notes 
tended  to  become  more  accented  and  shorter.   Measure  88  is  a 
good  example  of  this  tendency,  as  six  performances  demonstra- 
ted slightly  separated  quarter-notes,  with  a  forceful 
attack  and  a  slight  decay.   The  seventh  exampl e(Redel )  gave 
the  notes  full  value. 

A  summary  of  the  analysis  of  Haydn's  music  shows  some 
important  similarities  and  differences  in  interpretations. 
In  general,  quarter-notes  without  slurs  were  shortened  and, 
when  played  in  forte,  were  accented,  while  half-notes  were 
held  full  value.   There  was  no  consensus  on  playing  short  notes 
over  slurs  and  in  striking  longer  notes.   For  the  most  part, 
differences  outweighed  similarities.   The  interpretations  may 
have  been  affected  by  Haydn's  sparse  use  of  articulation 
notati  ons  . 
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L.  Beethoven(1770-1827)  .   Symphony  No.  5  in  C  Minor(1807) 


Beethoven  is  often  thought  of  as  a  transitional  composer, 
whose  work  linked  the  Classical  Period  to  the  Romantic  Period. 
His  nine  symphonies  have  had  a  major   impact  on  music  history. 
The  Fifth  Symphony  in  C  Minor  is  an  especially  important 
work  for  brass  players  as,  for  the  first  time,  trombones  were 
used  in  a  symphony.   This  study  analyzed  measures  1-33  in  the 
fourth  movement  of  the  edition  published  in  The  Norton   Scores, 
edited  by  Kamien(1968) . 

Ten  examples  of  the  Beethoven  passage  were  analyzed,  and 
very  few  trends  emerged.   In  fact,  for  the  first  three  notes 
of  the  movement  there  were  eight  different  types  of  articula- 
tion.  Bernstein  and  Krips  accented  the  notes,  but  gave  them 
full  value.   Szell  gave  them  very  loud  attacks,  but  separated 
the  notes.   Solti  stressed  the  entire  note  with  some  sepa- 
ration.  Even  in  measure  3,  where  the  brass  have  a  series  of 
eighth-notes  followed  by  an  eighth-rest,  the  length  and 
attack  of  note  differed  greatly  among  conductors.   Kleiber, 
for  instance,  had  the  notes  given  full  value  with  very  loud 
attacks  and  large  decays,  where  Toscanini  and  Markevitch  had 
a  loud  attack,  but  with  notes  shortened  noticeably. 

There  seemed  to  be  agreement  among  conductors  on  how 
dotted  half-notes  were  played  in  a  fortissimo  dynami c (measure 
4).   All  conductors  except  Solti  had  the  note  held  full  value, 
and  all  had  the  note  attacked  loudly,  though  there  was  some 
disagreement  about  the  amount  of  decay.   Playing  successive 
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fortissimo  quarter-notes  with  separation  was  common  to  all 
the  recordings(measure  17  in  the  trombone  part,  ms .  18  and 
19  in  the  trumpet  and  horn  parts).   They  differed  widely, 
however,  on  the  type  of  accent  and  the  length  of  separation 
used . 

For  dotted-eighth  followed  by  sixteenth-note  passages, 
there  was  agreement  that  dotted-ei ghths  should  be  accented 
and  shortened(measure  17  in  the  trumpet  and  horn  parts). 
There  was  considerable  disagreement  about  how  the  sixteenth 
should  be  articulated.   There  was  also  virtually  no  agreement 
on  how  dotted-eighths  and  sixteenths  should  be  played  when 
they  were  followed  by  quarter-notes (measures  13  and  15  in  the 
trumpet  and  horn  parts). 

Summarizing  the  findings  on  the  Beethoven  excerpt,  the 
common  practice  was  that  dotted-hal ves  were  held  full  value 
and,  in  dotted-eighth  followed  by  sixteenth-note  passages,  the 
dotted-eighths  were  accented  and  shortened.   There  was  very 
little  agreement  among  conductors  on  how  other  passages 
should  be  articulated.   Perhaps,  as  with  the  music  of  Bach 
and  Haydn,  the  lack  of  articulation  notations  made  it  vir- 
tually impossible  to  attain  standards  of  performance. 

H.  Berlioz(1803-1869).   Fantastic  Symphony ( 1830 ) 

Berlioz  was  a  true  Romantic  composer.   He  expanded  the 
orchestra  to  include  many  instruments  including  the  tuba.   He 
was  a  master  orchestrator ,  whose  Treatise  On  Instrumentation 
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is  still  used.   The  Symphonie  fantastique  is  a  five-movement 
program  work  which  includes  an  idee  fixe,  a  musical  theme 
which  recurs  throughout  the  symphony.   This  study  analyzed 
the  brass  parts  in  measures  29-39  and  measures  127-241  of 
the  fifth  movement  in  the  Norton  Critical  Scores  edition 
edited  by  Cone(1971  ) 

Twelve  recorded  examples  of  the  Berlioz  work  were  ana- 
lyzed, and  few  trends  emerged.   In  measures  36-38  of  the 
trombone  part,  there  is  a  series  of  quarter-notes  surrounded 
by  quarter-note  rests,  where  the  rests  fall  on  the  beat  and 
the  notes  come  between  the  rests.   For  all  conductors  except 
Munch,  these  quarters  were  shortened  and  accented,  though  the 
accent  varied  from  a  very    loud  attack (Mi tropoul os,  Boulez, 
Davis,  and  Martinon),  to  a  stressed  note (Monteux) .   Similarly, 
in  a  series  of  dotted  quarter-notes (measures  147-155  in  the 
horns,  trombones,  and  tuba),  all  conductors  had  the  notes 
accented,  except  for  the  Boulez  trombones.   The  type  of  ac- 
cent varied,  however,  and  the  length  of  the  note  varied. 
Though  four  conductors  had  the  figure  receiving  full  value 
at  measure  147,  and  three  held  it  for  full  value  at  measure 
206,  when  the  figure  occurred  at  measure  232,  only  Bernstein 
gave  the  notes  full  value. 

The  recordings  gave  many  examples  of  dissimilar  articu- 
lation usage.   In  the  "Dies  Irae"  section,  from  measures  127- 
146  in  the  tuba  part,  there  were  at  least  nine  separate  articu- 
lations used.   Rapid  notes  in  measure  31  were  either  shortened, 
held  for  full  value,  stressed,  played  with  just  a  "d" 
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articulation  or  with  a  very    loud  attack.   The  only  significant 
pattern  of  articulation  to  appear  was  in  measure  236,  where 
there  were  triplet  patterns  in  the  horns  and  trumpet.   Notes 
were  shortened  in  all  examples,  though  there  was  no  pattern 
on  how  the  notes  were  tongued. 

To  summarize  the  Berlioz  findings,  a  series  of  one-beat 
notes  were  accented  and  a  series  of  rapid  notes  were  shortened 
when  the  tempo  was  fast  at  a  forte  or  louder  dynamic.   No 
other  patterns  developed.   It  is  interesting  to  note  that  in 
the  solo  tuba  sections,  measures  127-146,  163-175,  and  187-204, 
where  a  normal  accent  sign  is  used,  no  pattern  of  performance 
emerged.   There  were  few  overall  patterns. 

R.  Wagner(1813-1883) .  Overture  to  Die  Mei stersi nger ( 1 867 ) 


Wagner  represents  the  pinnacle  of  German  Romantic  opera 
composition.   His  use  of  the  opera  orchestra  was  unparalleled. 
Many  of  his  operatic  orchestral  interludes  are  played  as  part 
of  the  standard  orchestral  repertoire.   Wagner  was  particular- 
ly concerned  with  the  use  of  brass  instruments,  as  demonstrated 
by  his  design  and  use  of  Wagner  tubas.   This  study  analyzed 
the  articulation  usage  of  conductors  in  measures  40-88  of  the 
Pro-Art  Miniature  Score  ed i t i on ( 1 946  )  of  the  "Overture"  to 
the  opera  Die  Mei  sters  i  nger . 

Thirteen  recorded  excerpts  were  used  to  examine  the  arti- 
culation performance  practices  related  to  Wagner's  music. 
Some  patterns  of  articulation  usage  did  emerge.   Even  though 
Wagner  gave  the  direction  ben  tenuto,  unmarked  quarter-notes 
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were  shortened  in  most  cases  studied.   This  was  true  in  mea- 
sure 41  and  other  locations  for  all  conductors  except  Ormandy, 
Walter(in  the  horn  and  tuba),  and  Szell(in  the  horn  parts). 
Most  conductors  gave  an  accent  to  each  of  these  notes,  though 
approximately  half  of  the  excerpts  had  the  notes  receive  force- 
ful attacks  with  slight  decays,  while  the  other  half  had  notes 
receive  very  loud  attacks  with  quick  diminuendos.   Klemperer's 
version  had  the  articulation  constantly  changing. 

For  unmarked  hal f -notes (measure  47),  all  conductors,  with 
the  exception  of  Klemperer,  had  the  notes  receive  full  value 
with  either  loud  attacks  and  quick  decrescendos  or  loud  at- 
tacks and  slight  decays.   For  the  eighth  followed  by  two 
sixteenth-note  combination  which  occurred  of ten (measures  40,  42, 
44,48,50,52),   all  conductors  agreed  that  the  notes  should 
be  shortened,  but  there  was  considerable  difference  of  opinion 
on  the  amount  of  accent  the  notes  received. 

When  notes  were  played  under  a  slur,  as  in  measures  67- 
88,  there  was  agreement  that  notes  should  be  played  full  value; 
yet,  there  was  considerable  disagreement  over  whether  the 
notes  were  to  be  one  flow  of  sound  barely  articulated  with  "d" 
tongue,  or  given  diaphragmatic  stress.   Unadorned  eighth-note 
passages(measure  56  in  the  third  and  fourth  horns)  had  ob- 
servable patterns  to  their  performance.   In  measures  73  and 
74,  the  trombones  and  the  tuba  are  given  circumflex  accents 
over  half-notes.   Most  conductors  had  the  measures  played  with 
notes  receiving  full  value,  loud  attacks  and  slight  decays. 
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Klemperer  and  Stokowski  had  the  notes  played  with  no  accents. 
It  is  interesting  to  note  that  though  no  more  accents  appear 
after  measure  74,  half-notes  continued  to  be  played  in  the 
same  manner  until  measure  79. 

To  summarize  the  findings  on  conductors'  interpretations 
of  Wagner  notations,  there  was  a  tendency  for  unmarked  quarter- 
notes  to  be  shortened,  with  notes  receiving  some  sort  of 
accent.   The  ei ghth-and-two-s i xteenth-note  pattern  was  short- 
ened, though  no  determination  could  be  made  on  the  volume  of 
each  attack.   Unmarked  succeeding  half-notes  received  full 
value  with  some  accent,  as  did  half-notes  under  a  circumflex 
accent.   Slur  marks  were  treated  as  phrase  marks,  with  articu- 
lation confused.   Series  of  eighth-notes  also  displayed  no 
pattern.   In  the  author's  view,  the  Wagner  excerpt  did  con- 
tain a  significant  number  of  articulation  similarities. 


N.  Rimsky-Korsakov(1844-1908).   Capriccio  Espaqnol ( 1887 ) 

Rimsky-Korsakov  was  the  youngest  member  of  the  Russian 
Five,  a  group  of  amateur  musi ci ans (except  for  Balakirev)  who 
brought  nationalistic  tendencies  into  Russian  music.   He 
was  a  master  orchestrator ,  publishing  the  Principles  of  Orches 
tration  in  1908-   The  Capriccio  Espaqnol  is  a  five-movement 
flashy  composition  which  clearly  displays  the  composer's  con- 
siderable skills.   This  study  analyzed  the  brass  parts  of  the 
work's  fifth  movement,  "Fandango  Austriano,"  from  the  fifth 
measure  of  rehearsal  letter  "V"  to  the  conclusion  of  the 
piece,  in  the  Kalmus  Orchestra  Scores  edi t i on ( 1 932 ) . 
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This  study  utilized  recorded  examples  of  nine  conductors. 
Most  normally  accented  half-notes  were  treated  as  full-value 
notes,  with  loud  attacks  and  slight  decays(in  six  cases)  or 
with  quick  decrescendos ( i n  three  cases).   The  trumpet 
and  horn  parts  demonstrated  this  in   the  7th,  9th,  11th,  and 
13th  measure  of  rehearsal  letter  "V"  to  letter  "W"  in  the  horn 
part(except  for  Mehlich  and  Stokowski).   With  few  variations 
(Ormandy  and  sometimes  Mehlich),  unaccented  quarter-notes 
were  shortened.   When  played  fortissimo,  as  with  the  trom- 
bones at  letter  "W",  the  notes  were  likely  to  receive  loud 
attacks,  while  at  lower  volumes(the  coda)  there  was  disagree- 
ment.  Eighth-notes  with  staccato  dots  were  generally  shortened 
without  loud  attacks,  except  for  Barenboim  who  had  slightly 
separated  notes  with  forceful  attacks(the  6th,  8th,  10th,  and 
12th  measures  of  "V"  of  the  trumpet  part). 

Confusion  reigned  in  the  interpretation  of  rapid  sections 
where  there  were  different  lengths  of  notes.   Articulations 
such  as  those  at  letter  "Z"  varied  from  long  sixteenth  by 
Bernstein  and  Galliera  trumpets  to  shortened  sixteenths  from 
Martinon  and  Pretre.   No  triplet  figure(from  seven  measures 
before  "W"  in  the  trumpet  to  letter"Y")  received  the  same 
arti  cul at i  on  . 

To  summarize  the  findings  of  the  articulation  analysis 
of  conductors'  interpretations  of  Rimsky-Korsakov ,  accented 
notes  were  given  loud  attacks  and  full  value,  while  staccato 
marks  over  notes  shorten  the  value  of  the  notes  without  giv- 
ing an  accent.   Unaccented  notes  tended  to  be  shortened,  though 
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there  was  disagreement  on  whether  or  not  they  received  accents 
There  was  no  agreement  on  how  other  figures  were  played. 
Though  the  excerpt  showed  a  consensus  on  many  articulations, 
there  was  still  considerable  disagreement  among  conductors. 
G.  Mahler(1860-1911 ) .   Symphony  No.  1  in  D(1889) 
Mahler  was  an  Austrian  composer  who  was  renowned  for  his 
conducting  abilities.   Though  he  sometimes  composed  for  an 
extremely  large  orchestra,  he  was  unusually  sensitive  to  indi- 
vidual tone  colors  of  instruments.   His  fanfare  in  the  last 
movement  of  the  Symphony  No.  1  is  one  of  the  most  stirring  in 
orchestral  music.   This  study  utilized  the  brass  articulation 
usage  in  measures  316-422  of  the  last  movement  of  the  Univer- 
sal Edi  t i  on ( 1 967  )  . 

Seven  examples  of  the  excerpt  were  used  in  this  study, 
and  virtually  no  pattern  of  common  articulations  was  found. 
Any  similarities  which  existed  seemed  to  be  only  isolated  ex- 
amples.  In  measures  320  and  321,  the  trumpets  have  circumflex 
accents.   Though  there  were  differences  in  the  loudness  of 
attack  and  the  actual  separation  between  notes,  there  was 
agreement  that  the  notes  do  receive  separation.   In  measures 
365-367,  however,  five  conductors'  performances  gave  the  cir- 
cumflex accent  full  value.   Another  example  of  inconsistency 
came  with  the  use  of   staccato  marks  under  circumflex  accents 
(%*).   In  measure  375  in  the  horns  and  trumpets,  all  seven 
examples  demonstrated  different  methods  of  articulating  the 
measure,  but  s  i  x ( al 1  except  Solti)  had  the  notes  separated. 
In  measures  388-390  and  392-395,  however,  three  conductors 
indicated  full  value  for  notes. 
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Mahler  used  wedges  for  the  horns  and  trumpets  in  measure 
351.   All  versions  displayed  some  separation  of  notes,  though 
there  was  no  consensus  on  the  amount  of  separation  or  on  how 
the  notes  should  be  tongued.   In  fact,  the  only  notation 
which  showed  complete  agreement  of  performance  technique  was 
in  measure  335,  where  horns  and  trumpets  have  a  piano  whole- 
note.   All  examples  were  given  full  value  with  no  accent. 
Even  the  playing  of  slurs  showed  a  disparity  of  styles(mea- 
sures  328-332,  third  and  fourth  trumpet),  as  articulations 
varied  from  one  flow  of  sound  to  full  value,  but  loud  attacks 
(Haitink).   To  summarize,  it  was  virtually  impossible  to 
find  any  trends  in  the  performance  of  Mahler  excerpts. 


J. P.  Sousa(1854-1932).   The  Stars  and  Stripes  Forever ( 1897  ) 

Sousa  was  a  violinist  who  composed  many  varieties  of  Amer- 
ican Romantic  music,  including  musical  comedies;  yet,  it  was 
his  marches  that  made  him  famous.   The  Stars  and  Stripes  For- 
ever  is»  perhaps,  his  most  famous  march  and  is  recognized 
throughout  the  world.   This  study  utilized  the  last  strain 
(the  last  56  measures)  of  the  John  Church  Company  edi t i on ( 1 951 ) 
of  the  march.   This  edition  was  used  to  analyze  both  the  band 
and  orchestra  arrangements  of  the  work.   Though  the  key  signa- 
tures differ  in  the  arrangements,  the  articulation  notations 
for  the  brass  are  virtually  the  same. 

Eight  examples  of  The  Stars  and  Stripes  Forever  were  uti- 
lized.  The  study  of  Sousa's  work  is  somewhat  unique  in  that 
he,  himself,  was  a  fine  conductor  who  recorded  many  of  his 
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own  marches,  providing  future  conductors  with  standard 
performances . 

In  The  Stars  and  Stripes  Forever,  Sousa  made  much  use  of 
the  circumflex  accent  with  very  little  use  of  the  normal  ac- 
cent(mostly  used  with  slurs).   He  performed  these  attacks 
either  greatly  shortened  with  loud  attacks (especi al ly  when 
the  accent  fell  on  a  strong   beat  within  a  fortissimo  dynamic), 
or  he  slightly  separated  the  notes  using  forceful  attacks  and 
slight  decays.   All  other  conductors  agreed  to  shorten  the 
circumflex  accented  notes,  but  there  was  no  agreement  as  to 
the  amount  of  accent  to  use.   This  varied  from  no  accent  by 
Kline(in  the  cornet  part,  measures  2  and  6  of  the  excerpt), 
to  a  ^ery    loud  attack  by  Ormandy (measures  10-12  in  the  cor- 
net/trumpet part ) . 

In  the  march's  last  32  measures,  where  the  trumpets  and 
euphoniums  play  the  famous  last  melody,  the  passage  is  no- 
tated  as  a  series  of  slurs  with  accents  occasionally  added, 
and  some  notes ( usual ly  pick-up  notes)  left  without  slurs. 
Surprisingly,  Sousa's  own  version  provided  no  clear  pattern 
as  to  how  the  excerpt  should  be  articulated.   In  some  in- 
stances, slurred  notes  without  accents  were  treated  as  one 
flow  of  sound,  in  other  instances  they  were  given  diaphragma- 
tic stress,  while  one  case(measure  12  of   the  phrase),  a 
slurred  note  was  accented  with  a  loud  attack.   Notes  with 
normal  accents  over(or  under)  a  slur  were  also  treated  dis- 
similarly.  In  measures  2  and  4  of  the  excerpt,  for  instance, 
the  accented  notes  were  played  full  value  with  loud  attacks 
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and  slight  decays,  while  in  measure  5,  the  accented  note  was 
just  given  diaphragmatic  stress.   In  measure  21  of  the  final 
melody,  the  accented  note  was  treated   as  one  flow  of  sound. 
Slurs  without  accents  were  either  played  as  one  flow  of  sound 
(nine  measures  from  the  end),  or  as  barely  articulated  with 
a  "D"(the  fifth  to  third  last  measures  of  the  piece). 

With  Sousa  displaying  inconsistencies,  it  was  not  sur- 
prising that  few  patterns  of  performance  emerge  in  other 
conductors'  work.   There  were  some,  however.   In  measures  1-2 
and  4-6,  there  was   a  series  of  two  si urred-ei ghth-notes  fol- 
lowed by  two  staccato-eighth-notes,  followed  by  two  quarter- 
notes  in  a  fortissimo  dynamic.   Virtually  all  examples  accen- 
ted the  eighth-notes  played  on  the  beat,  played  the  second 
slurred  note  as  one  flow  of  sound  but  shortened,  and  shortened 
the  staccato  eighth-notes  without  accents (except  for  Bashford) 
The  quarter-notes  were  tongued  loudly(or,  in  Ormandy's  case, 
stressed)  and  shortened.   Although  the  final  32  measures  did 
not  share  any  similarity  in  individual  articulations,  all  ex- 
amples shared  the  feeling  of  long  and  flowing  musical  lines. 

To  summarize  the  findings  on  the  articulation  of  Sousa 
excerpts,  his  loud  eighth-note  passages  were  articulated 
similarly,  and  notes  under  circumflex  accents  were  shortened. 
Other  than  the  general  character  of  the  music,  however,  there 
were  few  interpretation  similarities. 
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C.  Debussy(l862-1918) .   Nocturnes ( 1 899 ) 


Debussy  was  the  first  great  Impressionist  composer.   He 
used  a  large  orchestra,  but  rarely  used  all  instruments  at 
once.   Contrasting  tone  colors  is  a  major  element  of  Debussy's 
music.   "Fetes,"  the  second  movement  of  Nocturnes,  adds  a 
driving  rhythm  to  the  blend  of  tone  colors.   This  study  ana- 
lyzed the  brass  parts  from  rehearsal  number  10  to  the  first 
measure  of  rehearsal  number  14  in  the  International  Music 
Company  edition(no  date  listed). 

This  study  used  12  conductors'  interpretations  of  the 
musical  excerpt.   As  with  most  other  studied  works,  \/ery   few 
common  articulations  have  emerged.   The  one  articulation 
shared  in  all  12  examples  occurred  in  the  trumpet  part,  13 
measures  after  rehearsal  number  10.   At  a  pianissimo  dynamic 
level,  dotted  eighths  are  tied  to  sixteenths  on  both  beats 
of  the  measure.   All  examples  had  the  first  note  receiving 
full  value,  a  loud  attack,  and  a  slight  decay.   For  the  se- 
cond beat  of  the  measure,  eight  examples  had  the  same 
articulation,  while  four  had  the  notes  receive  full  value 
without  accents.   This  rhythmic  figure  occurs  once  more  in 
the  fifth  measure  after  rehearsal  number  13,  but  with  a  forte 
dynamic.   Here,  all  excerpts  except  three(Stokowsk i ,  Boulez, 
and  Silvestri)  had  the  first  note  receive  a  loud  attack  with 
a  quick  diminuendo.   It  followed,  then,  that  the  louder  the 
dynamic  for  this  figure,  the  more  prominent  the  accent  would 
be. 
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There  are  a  few  Debussy  notations  that  shared  articula- 
tion characteristics.   Unmarked  eighth-notes  in  the  trumpet 
part  four  measures  after  rehearsal  10  were  all  shortened, 
though  the  actual  length  of  the  notes  and  the  loudness  of  the 
attacks  varied  greatly.   Unmarked  half-notes  in  the  seventh 
measure  after  rehearsal  number  13  in  the  trombones  were  all 
held  full  value  with  some  degree  of  accent ( except  for  the 
Stokowski  example).   The  type  of  attack  varied  evenly  between 
notes  receiving  loud  attacks  and  quick  decrescendos ,  and  those 
with  loud  attacks  and  a  slight  decay.   In  the  third  measure 
before  rehearsal  11  in  the  trumpet  part,  however,  with  a  pia- 
nissimo dynamic,  articulations  varied  evenly  between  loud 
attacks  and  soft  attacks. 

To  summarize  the  Debussy  findings,  though  few  common  arti- 
culation practices  existed,  dotted  eighth-notes  received  full 
value,  with  the  attack  determined  by  the  place  of  the  location 
of  the  note  in  the  measure  and  by  the  surrounding  dynamic. 
In  addition,  a  series  of  unmarked  eighth-notes  in  Debussy's 
music  had  at  least  some  separation.   Finally,  half-notes 
received  full  value  and  were  attacked  more  strongly  in  louder 
dynamics  than  in  softer  ones. 

I.  Stravinsky(1882-1971  )  .   The  Rite  of  Spring(1913) 


Stravinsky  is  generally  thought  to  be  one  of  the  finest 
Neo-classic  composers.   The  Rite  of  Spring  was  the  last  of 
three  that  Stravinsky  composed  for  Sergei  Diaghilev  and  the 
Russian  Ballet.   It  featured  rhythmically  oriented  writing 
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combined  with  new  chordal  combinations.   Its  premiere  made 
an  immediate  impact  on  the  music  world.   The  "Danse  Sacre" 
is  the  concluding  section  of  the  work.   This  study  utilized 
the  brass  parts  from  rehearsal  numbers  142-157  in  the  Boosey 
&  Hawkes  edi ti on( 1967  ) . 

Seven  recorded  excerpts  were  used  in  the  study.   A  num- 
ber of  common  practices  were  discovered.   Stravinsky  used 
wedges  in  the  French  horn  parts  at  the  fifth  measure  after 
rehearsal  number  142,  after  rehearsal  number  144,  after  re- 
hearsal number  145,  and  after  rehearsal  number  147.   All 
conductors  had  these  notes  shortened,  and  most  gave  them  no 
accent(except  for  Boulez).   Notes  with  combined  sforzando 
marks  and  staccato  marks  were  consistently  played  short,  but 
the  amount  of  attack  varied.   Normal  accents  over  sixteenth- 
notes  along  with  the  written  "marcato"  received  similar 
articulations  in  five  cases,  where  the  notes  were  shortened 
(either  with  decay  or  without),  and  given  loud  attacks.  Bern- 
stein had  the  notes  separated  but  receiving  stress,  and 
Ansermet  had  the  notes  receiving  no  accents. 

A  surprising  similarity  occurred  at  rehearsal  number  149 
in  the  first  four  horn  parts.   Stravinsky  wrote  a  series  of 
two  thirty-second-notes  with  staccato  marks,  with  a  tie  con- 
necting three  series  of  the  figure.   Instead  of  hearing  six 
separate  notes,  all  examples  treated  each  series  of  two  notes 
as  one,  thus  creating  the  impression  of  sixteenth-notes  being 
played,  not  thirty-seconds. 

Though  the  above  similarities  did  exist,  there  were  dis- 
crepencies  in  overall  interpretations.   Accented  eighth-notes 
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(the  second  measure  after  rehearsal  number  145,  for  one) 
had  many  different  articulations.   Isolated  eighth-notes  were 
treated  differently  throughout.   Notes  without  accents  were 
emphasized  in  some  renditions  and  not  in  others. 

To  summarize  the  findings  in  the  Stravinsky  excerpt, 
there  was  a  considerable  number  of  articulation  similarities. 
Wedges  shortened  a  note  without  a  hard  attack.   The  word 
"marcato"  along  with  normal  accents  shortened  the  notes  and 
had  them  receiving   loud  attacks.   Finally,  two  tied-thirty- 
second-notes  with  staccato  marks  were  treated  as  sixteenth 
notes.   There  were  no  common  practices  with  unmarked  or 
isolated  notes. 

A.  Berg(1885-1935)  .   Wozzeck ( 1 9 2 1  ) 


Berg,  a  student  of  Schoenberg,  was  perhaps  the  greatest 
Expressionist  composer.   He  has  contributed  greatly  to  the 
development  of  the  string  quartet.   Wozzeck  was  Berg's  first 
opera.   It  is  in  an  overall  A  B  A  form,  with  each  act  pre- 
sented in  five  scenes.   In  Act  I,  between  the  second  and  third 
scenes,  there  is  a  march  interlude,  where  Marie  admires  the 
army  band  and  the  drum  major.   This  study  analyzed  the  brass 
parts  from  measure  numbers  328-363  in  the  Universal  Edition 
(1955). 

Six  recorded  excerpts  of  the  "Soldiers'  March"  were 
studied.   The  largest  similarity  of  articulation  usage  oc- 
curred whenever  normal  accent  marks  were  used  with  quarter 
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notes.   All  conductors  had  the  notes  slightly  separated. 
There  was  an  even  split  between  those  conductors  who  used 
a  forceful  attack  with  a  slight  decay  and  those  who  used  a 
very  loud  attack  with  a  quick  diminuendo.   When  the  volume 
increased  to  fortissimo,  as  in  meaure  362  in  the  trombone  and 
tuba  parts,  some  examples  showed  a  break  between  notes,  while 
some  still  remained  full  value.   Eighth-notes  accented  in 
measure  345  in  the  trumpet  part  within  a  fortissimo  dynamic 
were  all  shortened,  though  by  different  amounts  and  with  dif- 
ferent attacks.   Summarizing  the  Berg  excerpt,  the  only 
similarity  was  that  conductors  shortened  accented  quarter-notes. 

Summary 


This  study   analyzed  musical  excerpts  of  11  composers  of 
11  different  musical  periods  in  an  effort  to  discover  if  con- 
ductors viewed  articulation  notations  in  similar  manners(see 
Table  11).   In  the  works  of  Bach,  Mahler,  and  Berg,  virtually 
no  similarities  of  articulation  were  found.   Though  the  works 
of  Haydn,  Beethoven,  Berlioz,  Rimsky-Korsakov ,  Sousa,  and 
Debussy  showed  minor  similarities  in  the  way  each  individual 
work  was  performed,  there  were  no  major  similarities  which 
applied  to  all  works.   Only  in  the  Wagner  and  Stravinsky  ex- 
cerpts did  articulation  similarities  outweigh  differences. 
Even  in  the  works  of  these  composers,  important  differences 
emerged.   As  over  half  the  excerpts  failed  to  demonstrate 
a  common  practice  of  performing  brass  articulations,  hypothesis 
three  was  rejected. 
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Table  11 

Observed  Similarities  in  Articulation  Usage 


Composer 


Similarities 


Bach 
Beethoven 

Berg 
Berl i  oz 


Debussy 

Haydn 

Mahl er 
R  i  m  s  k  y  -  K  o  r  s  a  k  o  v 


Sousa 


Strav  i  nsky 


Wagner 


No  similarities. 

Dotted-hal ves  held  full  value. 
Dotted  eighths  shortened. 

No  s  imi 1 ar i  t i  es  . 

Fast,  loud,  unmarked  one-beat  notes  are 
accented ( though  not  necessarily  shortened). 
A  series  of  notes  held  less  than  a  beat 
should  be  shortened. 

Dotted-ei ghths  receive  full  value. 
Unmarked  eighths  are  shortened. 
Half-notes  receive  full  value. 

Unmarked  quarter-notes  are  shortened. 
Unmarked  half-notes  are  given  full  value. 

No  s  i  mi  1 ar  i  t i  es  . 

An  accented  note  receives  a  loud  attack 

with  full  value. 

Staccato  marks  shorten  notes  without  an 

accent . 

Unmarked  notes  tend  to  be  shortened. 

Eighth-notes  falling  on  strong  beats  are 

accented . 

Eighth-notes  not  falling  on  strong  beats 

are  shortened. 

Circumflex  accents  shorten  the  note. 

Wedges  shorten  notes  without  accents 
"Marcato"  shortens  a  note  with  a  loud  attack 
Two  ti ed-thi rty-second-notes  with  staccato 
marks  are  treated  as  sixteenth-notes. 

Unmarked  quarter-notes  are  shortened  and 
receive  loud  attacks. 

Ei ghth-and- two-si xteenth-note  pattern  is 
shortened  . 

(table  conti  nues  ) 
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Tabl e  1 1 --conti  nued 


Composer 


S  i  m  i  1  a  r  i  t  i  e  s 


Wagner 


Series  of  unmarked  half-notes  receive  loud 
attacks  and  full  value. 

Circumflex  half-notes  receive  loud  attacks 
and  full  value. 


CHAPTER  SEVEN 
PROPOSED  GUIDE  TO  BRASS  ARTICULATION 


After  looking  at  brass  articulation  notation  usage  from 
an  historical,  a  composer,  a  performer,  and  a  conductor  stand- 
point, it  became  clear  that  there  were  no  consistent  standards 
of  how  brass  articulations  were  to  be  notated.   Though  it  was 
possible  to  determine  how  17th  and  18th  century  works  were  to 
be  articulated,  standard  articulation  practices  from  the 
Romantic  Period  of  music  to  the  present  were  clouded.   Com- 
posers showed  no  clear  preferences  as  to  how  articulations 
should  be  notated.   Performers  did  show  preferences  as  to 
how  most  articulations  should  be  notated,  but  a  majority  of 
performers  indicated  a  preference  for  just  three  articulation 
notations.   Finally,  conductors  showed  no  preferences  on  how 
notations  should  be  articulated. 

No  common  musical  language  was  found  to  transmit 
composer  articulation  intentions  to  performers.   If  these  in- 
tentions are  important  for  the  proper  performance  of  a  work, 
the  only  way  at  present  for  a  composer  to  be  sure  his  or  her 
intentions  are  carried  out  is  to  write  out  verbal  articulation 
instructions  on  each  note.   This  practice  would  make  it 
almost  impossible  for  performers  to  effectively  sight-read 
music  and  might  create  more  confusion  than  it  prevents. 
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A  standardized  musical  written  language  for  articulations 
is  clearly  needed.   By  synthesizing  the  common  articulation 
practices  of  composers,  performers,  and  conductors,  this 
study  attempted  to  propose  such  a  language. 

Methodol oqy 

In  order  to  prepare  a  proposed  list  of  standardized  articu 
lation   notations,  results  from  this  study's  composer  survey, 
performer  survey,  and  the  analysis  of  conductor  articulations 
were  used.  For  each  articulation  description  in  the  performer 
and  composer  surveys,  composer  responses  to  the  descriptions 
were  listed  and  counted.   A  table  was  assembled  showing  the 
number  of  times  each  notation  was  used  to  define  each  descrip- 
tion(see  Table  12).   The  table  used  articulation  description 
numbers  from  the  performer  survey.   Those  notations  used 
fewer  than  three  times  to  define  an  articulation  were  dropped 
from  the  table.   As  this  section's  purpose  is  to  develop  a 
musical  language  for  articulations,  rather  than  a  verbal  one, 
those  notations  where  composers  used  verbal  descriptions  for 
articulations  were  also  discarded. 

The  results  of  the  performer  survey  were  reviewed  again. 
Results  were  rounded-off  to  the  nearest  percent  and  the  top 
two  responses  for  each  description  were  listed,  except  for 
description  numbers  8  and  9,  where  the  most  popular  preferences 
were  eliminated  because  verbal  descriptions  were  used,  and 
numbers  3,  14,  and  15,  where  the  second  most  popular  notations 
were  eliminated  for  the  same  reason(see  Table  13).   In 
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Table  12 

Composer  Articulation  Usage  In  Composer  or 
Performer  Survey-Forms 


Descr i  ption 


Notation  and  Occurrances 


1 
2 
3 
4 
5 
6 
7 
8 
9 

10 
11 
12 
13 
14 
15 


>»   20,   fp  8,  Sfz   5 

No  notation  15,   "*"""" *  13 
•   31,  T*  7 
^>   17,  /S   5,  /^      4 
^   9,   >•  5 
;*>   10,  /^   6,  /\   6 

i^  7,  *A   5,   V   3 

-^   6,   ">   5,  '/*-   4 

^^»   10,   /%  4,  /\  3,  •*£  3 

— r*    6 


Note.   Numbers  represent  the  number  of  composers 
who  used  each  indicated  notation  to  describe  the 
indicated  articulation  description  in  either 
composer  or  performer  survey-forms. 

aResponses  of  fewer  than  three  were  dropped 
from  the  table,  as  were  verbal  responses. 
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Table  13 

Performer  Articulation  Preferences  in  Percentages 

a 


Descr i  pti  on 


Notation  and  Percentage 


1 
2 
3 
4 
5 
6 
7 
8 
9 

10 
11 
12 
13 
14 
15 


fp  31%,   >T  29% 

— -  48%,  No  notation  16% 

»  67% 
^5>.   39%,  y^\    24% 

P»;  33%,    ">  19% 

J-^  37%,   ^?"  23%,  /\ 

~=^  40%,  *-<^  20% 

S&>    35%,   »j/^  13% 
^>  2  6%,    ^>  15% 
Sfj>     59%,   /Jj   20% 
53%,   ^-   17% 


23% 


31% 


19% 


12% 


61% 


Note .   Articulation  notations  included  in  the  table 
are  the  two  most  popular  notations  used  to  define 
each  articulation  description  in  the  study's  performer 
survey.   Verbal  descriptions  were  dropped. 

Percentage  of  preferences  for  each  individual 
notation  for  each  articulation  description. 

Three  notations  are  listed,  as  two  shared  23%. 

Only  one  notation  met  criteria. 
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description  number  6,  where  the  second  and  third  most  popular 
choices  had  virtually  the  same  amount  of  support,  three  re- 
sponses were  listed. 

The  performer  list  and  the  composer  list  were  compared. 
If  no  clear  description  emerged  for  a  specific  notation, 
actual  performance  trends  discovered  in  the  analysis  of 
conductor  articulation  preferences ( see  Table  11)  were  used. 

Proposed  Standardized  Articulation  Notation 

After  studying  the  common  practices  in  articulation  usage 

of  composers(Table  12),  performers (Tabl e  13),  and  conductors 

(Table  11),  this  study  proposed  that  the  following  notations 
receive  the  designated  articulations. 


PiUi 


i 


•   •   •   • 


pppg 


>  ■>  >  > 


% 


£  ZL  Z-  — 
A  AAA 


No  notation.   Notes  are  slightly 
separated,  with  a  forceful(but  not  over 
powering)  attack,  with  each  note's 
sound  decaying  slightly. 

Staccato  marks.   Notes  are  noticeably 
shortened,  without  receiving  loud 
attacks . 


Normal  accents.   Notes  receive  full 

value,  with  an  attack  which  is  slightly 

louder  than  normal(no  notation),  with 
each  sound  slightly  decaying. 

Legato  marks.   Notes  receive  full 

value,  without  accents,  with  very 

little  decay  on  each  note. 


Circumflex  accents .   Each  note  is 
noticeably  shortened,  receiving  a 
louder  than  normal  accent,  and  a 
quick  decay. 
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fe= 


U 


^m 


>  >  >  > 


j  j  ■  ^=^z 


>  >  >•> 


hx 


fe 


m 


sfk.  &*&'&. 


I 


^^ 


PPI 


^j^^^T 


J  'I  j  j  J  i 


^m 


Forte-pi  anos .   Notes  are  held  for 
their  full  value,  with  each  note  re- 
ceiving a  louder  than  normal  attack 
and  a  very  rapid  decay. 

Staccato  marks  and  normal  accents. 
Each  note  is  noticeably  shortened,  re- 
ceiving a  louder  than  normal  accent, 
ending  abruptly  without  a  decay. 

Legato  marks  with  normal  accents. 
Notes  are  held  full  value,  with  each 
note  louder  than  normal  within  the  pre- 
vailing dynamic,  accented  for  the 
whole  of  its  duration. 

Sf orzandos  .   Notes  are  noticeably 
shortened  in  value,  with  each  note 
receiving  a  very  loud  attack,  but 
only  a  s 1 i  ght  decay. 

Legato  marks  with  crescendo  marks. 
Notes  receive  full  value,  with  each   . 
note  stressed,  each  receiving  a  very 
si i  ght  crescendo . 

Legato  marks  with  sf orzando-pi anos . 
Notes  receive  full  value,  with  very 
loud  attacks,  with  quick  and  large 
diminuendos. 

Staccato  marks  with  sf orzando-pi anos . 
Notes  are  slightly  separated,  with  each 
note  receiving  a  very  loud  attack  and 
a  quick  and  large  decay. 

Legato  and  staccato  marks.   Notes  re- 
ceive slight  separation,  with  each  note 
stressed  with  a  very  slight  crescendo. 


pUplli 


Normal  accents  with  slur.   Notes  re- 
ceive full  value,  with  no  separation, 
with  each  note  receiving  diaphragmatic 
stress  rather  than  articulated  accents. 

Staccato  marks  with  a  slur.   Notes  re- 
ceive slight  separation  and  are  started 
with  diaphragmatic  stress  rather  than 
an  articulated  accent. 
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Legato  marks  with  a  slur.   Notes  are 
a  flow  of  sound  with  the  beginning 
of  each  note  just  barely  articulated 


Slur.   Notes  are  one  flow  of  sound, 
with  no  breaks  between  them. 


General  tendencies: 

1.  When  an  unmarked  note  is  followed  by  a  rest,  the 
note  receives  full  value. 

2.  In  a  series  of  unmarked  notes,  where  the  intervals 
between  the  notes  are  leaps  rather  than  steps,  notes 
are  played  shorter  than  their  normal  length. 


Rationale  Behind  Proposed  Guide 


In  proposing  an  articulation  guide,  the  author  attempted 
to  match  the  notational  preferences  of  composers  and  perform- 
ers to  find  a  usage  common  to  both.   For  six  notations,  this 
proved  to  be  no  problem. 

A  large  majority  of  composers  used  the  staccato  mark  to 
shorten  a  note's  value,  without  giving  the  note  a  loud 
attack.   A  large  majority  of  performers (67%)  preferred  to  use 
the  staccato  mark  for  the  above  articulation,  making  the  pro- 
posed definition  for  said  mark  an  obvious  selection. 

The  staccato  mark  with  a  normal  accent  was  used  by  a 
plurality  of  composers  to  denote  a  note  shortened  in  value 
with  a  loud  attack.   The  notation  was  also  preferred  for 
that  articulation  description  by  a  plurality  of  performers 
(39%).   This,  once  again,  made  the  proposed  definition  for 
that  notation  an  easy  selection. 
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A  majority  of  composers  who  used  the  legato  mark  along 
with  a  normal  accent  defined  the  notation  as  having  notes 
receive  full  value,  with  notes  louder  than  normal  within  the 
prevailing  dynamic.   A  plurality  of  perf ormer s ( 33%)  also  chose 
the  normal  accent  with  a  legato  mark  to  describe  that  arti- 
culation.  For  this  notation,  as  well,  the  articulation 
definition  was  obvious. 

Virtually  all  composers  who  used  the  staccato  mark  with 
a  sforzando  sign  intended  the  notation  to  be  understood  as  a 
sign  to  shorten  notes'  value,  while  indicating  very  loud  at- 
tacks and  quick  diminuendos.  The  majority  of  performers 
(59%)  matched  that  notation  with  the  same  definition,  making 
the  proposed  definition  for  the  staccato  mark  along  with  a 
sforzando  sign  another  obvious  choice. 

The  composers'  preferred  choice  of  articulation  defini- 
tion for  staccato  marks  along  with  a  slur  was  that  notes 
receive  some  separation  and  diaphragmatic  stress,  rather 
than  articulated  accents.   A  plurality  of  performers (34%) 
chose  the  same  notation  for  that  definition.   Though  performers 
and  composers  were  not  as  overwhelmingly  in  support  of  the 
proposed  definition  as  they  were  with  other  examples,  it 
seemed  to  be  the  best  choice. 

The  final  articulation  notation  which  proved  to  be  an 
obvious  selection  for  the  proposed  list  was  the  slur.   Vir- 
tually all  composers  used  this  notation  along  with  notes 
which  are  one  flow  of  sound,  with  no  breaks  between  them. 
A  majority  of  perf ormer s ( 61 %)  also  chose  this  notation  for 
the  articulation  description. 
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Though  a  plurality  of  brass  performers ( 37%)  preferred 
the  written  description  "bell-tones"  along  with  the  use  of 
forte-pianos  for  the  articulation  "notes  receive  full  value, 
with  very  loud  attacks,  with  quick  and  large  diminuendos," 
the  notation  was  not  used  for  the  proposed  guide,  as  the 
purpose  of  the  guide  was  to  provide  a  musi  cal  shorthand  for 
articulations.   Instead,  the  second  most  popular  notation  for 
this  descr i pti on (35%)  was  used,  a  legato  mark  along  with  a 
sforzando-pi ano  sign.   This  latter  notation  was  the  first 
choice  of  composers  for  the  articulation  description. 

The  forte-piano  mark  was  the  notation  chosen  by  a  plu- 
rality of  performers (31%)  for  the  description  that  notes 
receive  full  value(with  notes  barely  separated  from  the 
next),  with  loud  attacks  and  quick  decrescendos .   It  was  the 
second  most  popular  choice  of  composers  for  that  definition 
and  was  chosen  for  inclusion  in  the  proposed  guide.   Similar- 
ly, the  legato  mark  was  the  preferred  notation  of  performers 
(48%)  for  "notes  receive  full  value(with  a  minimum  of  space 
between  notes),  without  loud  attacks,"  and  was  the  second 
most  popular  choice  for  that  articulation  definition  with 
composers.   The  notation  and  definition,  therefore,  were  in- 
cluded in  the  proposed  guide. 

The  sforzando  mark  was  the  preferred  notation  of  per- 
formers (37%)  for  the  definition  that  notes  are  shortened  in 
value,  receiving  very  loud  attacks,  with  only  slight  diminu- 
endos, but  was  not  a  popular  choice  with  composers.   The 
performers'  second  choice,  however,  a  normal  accent  with  a 
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staccato  mark(which  was  the  composer's  first  choice)  had  also 
been  chosen  to  represent  notes  shortened  in  value(each  sepa- 
rated from  the  next),  with  loud  attacks.   The  performers' 
first  choice  of  the  sforzando  was  therefore  chosen  as  the 
proposed  definition. 

The  only  notation  composers  used  with  any  consistency 
to  notate  the  articulation  that  notes  receive  full  value, 
with  each  note  stressed  or  leaned  upon(perhaps  with  each 
note  receiving  a  slight  crescendo),  was  the  legato  mark. 
That  notation  had  previously  been  assigned  to  another  descrip- 
tion.  A  large  plurality  of  performers (40%)  used  a  combination 
of  the  legato  mark  with  a  crescendo  mark  to  notate  the  stated 
description,  and  it  was  chosen  as  the  proposed  notation  for 
that  descr i pt i  on . 

The  notational  sign  preferred  by  a  majority  of  performers 
was  a  crescendo  mark  for  the  articulation  description  notes 
receive  slight  or  some  separation,  with  each  note  stressed  or 
leaned  on(a  very  slight  crescendo  on  each  note).   A  crescendo 
mark,  in  itself,  is  a  notation  which  has  a  clear  non-articu- 
lation definition.   The  purpose  of  this  study  was  to  create 
clear  definitions  for  notations,  not  to  obfuscate  definitions 
already  in  use.   The  notation  of  a  legato  mark  combined  with 
a  staccato  mark,  the  preferred  notation  of  composers  for  this 
particular  description,  was  chosen  as  the  proposed  notation 
for  this  description. 

Choosing  the  proposed  definition  for  the  notation  of 
legato  marks  combined  with  a  slur  was  a  difficult  task  in 
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that  it  was  the  preferred  notation  by  composers  and  performers 
for  two  articulation  descriptions:  a)  notes  receive  full 
value  with  no  separation,  receiving  diaphragmatic  stress, 
rather  than  articulated  accents;  and  b)  notes  are  a  flow  of 
sound  with  the  beginning  of  each  note  just  barely  articulated. 
The  combination  notation  of  normal  accents  and  a  slur  was  cho- 
sen as  the  proposed  notation  for  the  former  description, 
because  it  was  almost  as  popular  with  performers  as  the  legato 
slur  combi nati on ( 34%  to  31%).   The  second  choice  for  the 
latter  definition(staccato  marks  with  a  slur)  received  only 
12%  of  performer  preference.   The  legato-slur  combination 
was  chosen  as  the  proposed   notation  for  the  articulation 
description  that  notes  are  a  flow  of  sound  with  the  beginning 
of  each  note  barely  articulated. 

Although  the  circumflex  accent  is  widely  used,  it  did 
not  gather  support  as  a  favored  notation  for  any  of  the  arti- 
culation descriptions  included  in  the  performer  and  composer 
surveys.   When  composers  used  the  circumflex  accent,  there 
was  almost  equal  support  for  three  definitions:  1)  notes 
shortened  in  value(each  separated  from  the  next),  with  loud 
attacks;  2)    notes  shortened  in  value,  with  very  loud  attacks 
and  quick  diminuendos;  and  3)  notes  shortened  in  value,  re- 
ceiving very    loud  attacks  with   only  slight  diminuendos. 
Though  performers  rarely  selected  this  notation,  the  third 
definition  was  the  one  which  gathered  the  most  support (23%) . 
In  this  study's  analysis  of  conductor  articulation  usage, 
the  Wagner  excerpt  showed  indications  that  conductors 
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articulated  half-notes  with  circumflex  accents  as  notes  with 
loud  attacks  and  full  value;  but  in  excerpts  of  Sousa, 
circumflex  accents  shortened  notes.   The  proposed  definition 
for  the  circumflex  accent  in  this  guide  had  notes  shortened, 
receiving  a  louder  than  normal  accent  and  a  quick  decay.   Ths 
definition  is  different  from  the  one  which  applied  to  the  com- 
bined staccato  marks  and  normal  accents  in  that  a  note  with 
a  circumflex  accent  decays,  where  the  staccato  mark-normal 
accented  note  ends  abruptly.  The  proposed  definition  took 
performer,  composer,  and  conductor  views  and  synthesized  them 
into  what  the  author  felt  was  the  mark's  essence. 

While  most  written  musical  notes  have  no  added  articula- 
tion notations,  performers  did  not  prefer  unnotated  examples 
for  any  of  the  survey's  articulation  descriptions.   Compo- 
sers showed  a  small  plurality  in  favor  of  unnotated 
articulations  for  the  description  "notes  receive  full  value 
(with  a  minimum  of  space  between  notes),  without  loud  attacks." 
In  trying  to  discover  how  unadorned  notations  should  be 
performed,  trends  uncovered  in  conductors'  performances  in 
excerpts  were  studied.   In  the  works  of  Haydn,  unmarked 
quarter-notes  were  shortened.   Unmarked  dotted-hal ves  were 
held  full  value  in  the  music  of  Beethoven,  but  unmarked  dotted- 
eighths  were  shortened.   In  Berlioz  examples,  fast  and  loud 
unarti cul ated  one-beat  notes  were  accented  and  often  shortened. 
In  Wagner  excerpts,  unmarked  quarter-notes  were  shortened  and 
received  a  loud  attack,  notes  shorter  than  a  quarter-note 
were  shortened ( but  without  a  loud  attack),  and  unmarked  half- 
notes  received  loud  attacks  but  full  value.   In  Debussy, 
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unmarked  dotted-ei ghths  and  half-notes  received  full  value, 
but  eighths  were  shortened.   There  were  no  patterns  in  the 
works  of  other  composers. 

Even  in  common  practice,  much  confusion  was  found  on  how 
an  unmarked  note  was  to  be  performed.   Notes  unaided  by  arti- 
culation signs  should  form  the  nucleus  of  the  notational  system. 
An  unnotated  articulation  should  therefore  represent  the  most 
natural  method  of  articulating  a  brass  instrument. 

When  performing  a  series  of  notes,  a  brass  player  holds 
the  tongue  against  the  top  teeth  or  against  the  palate  of  the 
mouth,  allowing  air  pressure  to  build  behind  the  tongue. 
Moving  the  tongue  down  allows  built-up  air  to  escape  in  a 
rush.   This  rush  of  air  forces  the  lips  to  vibrate,  thus 
creating  a  tone.   The  initial  burst  of  air  is  usually  more 
violent  than  the  steady  stream  of  air  which  follows  it, 
creating  a  slight  accent  which  then  slightly  decays.   If  the 
tongue  is  replaced  in  the  original  position,  a  slight  separa- 
tion in  the  air  stream  occurs,  forcing  a  slight  break  in  the 
sound.   This  natural  tonguing  process  should  form  the  basis 
of  brass  articulation  notation.   The  proposed  definition  of 
no  added  notation,  therefore,  was  that  notes  are  slightly  sep- 
arated, with  a  forceful(but  not  overpowering)  attack,  with 
each  note's  sound  decaying  slightly. 

The  proposed  general  tendencies  were  supported  mainly  by 
this  study's  analysis  of  conductors'  recorded  works.   Vir- 
tually all  notes  with  a  value  of  a  beat  or  more  followed  by 
a  rest  were  given  full  value.   Most  notes  under  a  beat  in 
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value  were  also  given  full  value,  but  there  were  exceptions. 
To  avoid  confusion,  it  is  this  study's  recommendation  that 
composers  notate  those  cases  where  a  note  followed  by  a  rest 
should  be  shortened,  allowing  performers  to  assume  that  no 
added  notations  in  these  cases  indicates  full  value. 

The  second  tendency  derives  from  the  historical  impera- 
tive stated  in  1795  by  Al tenburg (Enri co,  1979)  and  by  a 
study  of  conductor  musical  excerpts.   In  accordance  with 
the  unmarked  notes  policy  discussed  earlier,  natural  playing 
tendencies  should  determine  which  notes  are  to  be  unencumbered 
by  articulation  notations.   It  is  a  natural  tendency  of  brass 
players  to  take  a  brief  pause  between  notes  of  wide  intervals, 
in  order  to  allow  themselves  time  to  adjust  their  embouchures. 

Summary 


In  order  to  compose  a  proposed  guide  for  standardized 
brass  articulations,  notational  preferences  of  composers  and 
performers  were  studied,  as  well  as  common  practices  de- 
monstrated by  important  conductors.   A  series  of  17  separate 
articulation  notations  was  selected  and  defined  in  accordance 
with  this  study's  findings.   If  these  proposed  brass  articula- 
tion notations  are  met  with  popular  acceptance  by  composers 
and  performers,  there  should  be  far  fewer  misunderstandings 
on  how  music  is  to  be  performed. 


CHAPTER  EIGHT 
SUMMARY,  DISCUSSION,  CONCLUSIONS,  AND  RECOMMENDATIONS 


Summary 

Restatement  of  Problem  and  Purpose 

The  first  articulation  marks  were  indications  to  violin- 
ists on  how  to  use  the  bow  while  playing  certain  passages 
(Apel,  1982).   Composers  and  performers  of  brass  music  have 
used  the  signs  to  aid  in  musical  expression  in  the  perfor- 
mance of  music.   The  problem  facing  the  musical  field  was 
that  confusion  existed  in  how  composers  and  performers  of 
brass  music  interpreted  these  articulation  notation  signs. 
Nowhere,  prior  to  this  study,  was  there  one  guide  which  advised 
composers  on  how  best  to  obtain  desired  articulation  effects, 
while,  at  the  same  time,  advised  performers  on  the  correct 
method  for  interpreting  composer   articulation  notational 
techniques.   The  purpose  of  this  study,  therefore,  was  to  de- 
velop and  propose  such  an  articulation  guide  to  be  used  by 
contemporary  composers  and  performers  of  brass  music. 

Restatement  of  Research  Question  and  Hypotheses 

In  order  to  facilitate  the  development  of  an  articulation 
guide  to  be  used  by  contemporary  composers  and  performers  of 
brass  music,  the  following  research  question  and  three  hypo- 
theses were  formulated.   The  research  question  was  what  brass 
articulations  have  been  used  since  the  development  of  the 
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first  articulation  notation?   The  three  hypotheses  were 

1.  Contemporary  composers  will  demonstrate  different 
conceptions  of  how  various  brass  articulations  should  be 
notated . 

2 .  Brass  performers  will  indicate  no  clear  preferences 
on  how  individual  brass  articulations  should  be  notated. 

3.  Major  conductors  will  demonstrate  a  common  practice 
of  performing  brass  articulation  notations. 


Restatement  of  Methodology 

To  examine  the  study's  research  question,  articulation 
practices  from  the  17th  century  to  the  modern  day  were  exam- 
imed.   Eras  and  musical  categories  researched  included  the 
Baroque  Period,  the  Classical  Period,  the  Romantic  Period, 
20th-century  traditional  music,  modern  or  avant-garde  music, 
and  jazz.   A  combination  of  primary  and  pertinent  secondary 
source  material  was  used  for  the  investigation. 

To  test  hypothesis  one,  a  composer  survey  was  formulated 
which  asked  composers  to  notate  15  separate  articulation 
descriptions.   The  survey  was  sent  to  72  American  brass  com- 
posers suggested  by  members  of  the  graduate  music  faculty  of 
the  University  of  Florida.   Twenty-eight  composers  completed 
the  survey-form,  while  four  others,  though  not  completing  the 
form,  did  offer  thoughtful  responses.   Those  40  composers 
who  did  not  respond  to  the  survey-form  were  sent  a  performer 
survey-form,  with  instructions  that  they  could  feel  free  to 
change  written  notations  to  fit  their  conceptions  as  to  how 
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articulations  should  be  notated.   Fourteen  composers  com- 
pleted the  performer  survey-form.   Responses  from  the  two 
forms  were  tabulated  to  determine  if  composers  shared  nota- 
tional  preferences. 

A  performer  survey  was  formulated  to  test  hypothesis 
two.   Tabulated  results  from  this  study's  composer  survey  were 
used  to  provide  performers  with   notational  alternatives  to 
represent  15  articulation  descriptions.   The  performer  survey 
was  administered  to  280  of  those  attending  the  1985  New  York 
Conference  for  Brass  Scholarships.   Two  hundred-eight  perform- 
ers correctly  completed  the  survey-form.   Results  from  the. 
survey  were  tabulated.   A  chi-square  analysis  was  performed 
to  determine  if  brass  performer  notational  preferences  were 
significantly  different  at  the  .05  probability  level. 

To  test  hypothesis  three,  various  recorded  musical  ex- 
cerpts from  11  different  musical  periods  were  examined  for 
performance  trends.   Musical  periods  and  composers  studied 
included  the  late  Baroque(J.S.  Bach),  CI assi cal (Haydn ) ,  late 
CI assi cal (Beethoven ) ,  Romanti c ( Berl i oz ) ,  Russian  Romantic 
(Rimsky-Korsakov ) ,  early  Post-romanti c (Wagner ) ,  late  Post-ro- 
mantic (Mahl er ) ,  American  Romanti c ( Sousa ) ,  Impressionistic 
(Debussy),  Neo-cl assi c ( Stravi nsky ) ,  and  Expressioni sti c ( Berg ) . 
To  analyze  the  articulation  usage  of  conductors,  18  differ- 
ent articulations  were  identified  by  number.   After  listening 
to  each  recorded  excerpt,  the  author  identified  each  brass 
note  with  a  number  indicating  the  articulation  used.   Pas- 
sages were  then  examined  to  reveal  similarities  and  differences 
of  performance  practice. 
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Fi  ndi  ngs 
Research  question 

Restatement  of  the  question.   What  brass  articulations 
have  been  used  since  the  development  of  the  first  articulation 
notation? 

Response .   Clear  indications  on  how  to  tongue  Baroque  mu- 
sic were  indicated  by  Bendi nel 1 i ( 1975 )  and  Fantini ( 1975 ) .  The 
treatises  of  Quantz ( 1 966 ) ,  Mozart ( 1951 ) ,  and  Al tenburg( Enr i co, 
1979)  helped  modern  performers  understand  articulation  nota- 
tions in  Classical  Period  music.   It  was  in  the  music  of  the 
Romantic  Period  where  confusion  about  proper  performance 
technique  first  occurred.   Confusion  continued  into  the  20th 
century.   The  Ghent  Conference  of  1974  found  it  impossible 
to  agree  on  how  modern  or  avaant-garde  articulations  should 
be  notated ( Sabbe ,  1975).   In  jazz  writing,  most  authorities 
agreed  on  the  definition  of  jazz  articulation  notations. 

Hypothesis  one 


Restatement  of  the  hypothesis.  Contemporary  composers 
will  demonstrate  different  conceptions  of  how  various  brass 
articulations  should  be  notated. 

Criterion  for  rejection  of  the  hypothesis.   If  75%  of 
the  composers  who  filled  out  surveys  agreed  on  a  specific  no- 
tation for  a  particular  articulation  the  hypothesis  would 
be  di  sproved . 


-120- 

Resul ts .   A  consensus  of  composers  was  reached  on  only 
one  of  the  15  articulation  descr i pti ons ( the  slur).   Hypothess 
one,  therefore,  was  not  rejected. 

Hypothesis  two 

Restatement  of  hypothesis.   Brass  performers  will  indi- 
cate no  clear  preferences  on  how  indivual  brass  articulations 
should  be  notated. 

Criterion  for  rejection  of  the  hypothesis.   A  chi-square 
analysis  was  performed  to  determine  if  notational  preferences 
of  performers  were  significantly  different  at  the  .05  prob- 
ability level.   Findings  indicating  significantly  different 
preferences  would  be  cause  to  reject  the  hypothesis. 

Resul ts .   All  15  articulation  descriptions  showed  signi- 
ficant performer  preferences  for  individual  notations  at  the 
.05  probabilty  level.   Hypothesis  two  was  rejected. 

Hypothesis  three 

Restatement  of  the  hypothesis.   Major  conductors  will 
demonstrate  a  common  practice  of  performing  brass  notations. 

Criterion  for  rejection  of  the  hypothesis.   If  over 
half  of  the  recorded  excerpts  studied  had  few  or  no  similari- 
ties, hypothesis  three  would  be  considered   disproved. 

Results.   Only   in   2  of  the  11  excerpts  studi ed (Wagner 
and  Stravinsky)  did  articulation  similarities  outweigh  differ 
ences.   As  over  half  of  the  excerpts  failed  to  demonstrate 
a  common  practice  of  performing  brass  articulations,  hypo- 
thesis three  was  rejected. 
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-D'i  s c u s si  o n 


This  study  does  not  attempt  to  dictate  to  performers  and 
conductors  the  only  proper  method  of  articulating  musical 
passages.   Apel(1982),  Enri co ( 1979) ,  and  Col  1 i ns ( 1 969  )  gave 
indications  of  what  the  common  practice  of  performing  arti- 
culations was  in  the  Baroque  era.   L.  Mozart ( 1 951 ) ,  Quantz 
(1966),  Altenburg(Enrico,  1979),  and  Landon ( 1 939 ) ,  among 
others,  gave  very  clear  directions  on  how  music  of  the  Clas- 
sical era  was  generally  performed.   Other  works  were  used 
to  chronicle  articulation  usage  from  the  Romantic  Period 
to  the  modern  day.   Even  if  these  articulation  indications 
were  to  be  followed  exactly,  there  would  be  little  chance 
that  the  music  played  today  would  sound  at  all  like  the 
original  performances.   Modern  brass  instruments  are  far  dif- 
ferent from  the  ones  in  use  during  the  Baroque  and  Classical 
eras.   It  is  safe  to  assume  that  if  modern  players  were 
to  play  authentic  period  intruments  the  sound  would  still 
not  be  authentic,  as  players  today  have  "modern  ears." 
There  is  no  way  of  knowing  what  sound  Baroque  and  Classical 
musicians  found  pleasing.   Today's  modern  concert  halls 
present  far  different  conditions  than  those  of  18th-century 
salons . 

Despite  the  apparent  impossibilities  involved  in  pro- 
ducing an  "authentic"  performance,  it  is  still  important  to 
know  the  original  standards.   Composers  are  products  of 
their  times.   If  modern  composers  wish  to  learn  from  greats 
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of  the  past,  the  more  they  learn  of  the  conditions  of  each 
period,  the  easier  it  will  be  to  apply  the  findings  from 
that  period  to  the  modern  day.   Whatever  modern-day  performers 
decide  regarding  how  a  piece  of  music  is  to  be  articulated, 
knowledge  of  past  practices  will  allow  a  performance  which 
is  correct  in  the  spirit  of  a  composer's  intentions. 

As  with  this  study's  historical  review,  the  section 
dealing  with  the  brass  articulation  notation  usage  of  contem- 
porary American  composers  does  not  attempt  to  dictate  a  set 
of  imperatives  to  brass  performers.   It  is  recognized  that 
playing  conditions  alter  the  ultimate  effect  produced  by  some 
articulations.   A  note  given  an  abrupt  ending  in  an  acousti- 
cally dry  room  would  sound  completely  different  in  a  room 
with  much  reverberation.   The  instrumentation  used  in  a  per- 
formance might  alter  the  ultimate  effect  of  an  articulation. 
Where  a  trumpet  accent  may  be  balanced  perfectly  against  an 
orchestra  of  90  strings,  against  20  strings  the  effect  might 
be  overpowering.   It  is  also  recognized  that  different  perfor- 
mer interpretations  often  enhance  a  work.   It  is  certainly 
possible  that  a  combination  of  composer  intentions  and  per- 
former preferences  can  produce  a  quality  of  music  which 
exceeds  the  original  conception  of  the  composer. 

This  study,  however,  does  not  advocate  complete  performer 
anarchy.   Although  composers  have  very  few  standard  articula- 
tion definitions,  each  composer  who  uses  articulation 
notations  has  definite  thoughts  on  how  the  music  should  be 
performed.   This  study  provides  at  least  some  of  the 
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articulation  notation  intentions  of  46  contemporary  American 
composers( see  Appendix  D).   Although  performers  are  free  to 
interpret  these  notations  differently  than  composers  orig- 
inally intended  them,  performers  should  be  aware  of  what 
they  are  changing  and  have  a  good  reason  for  doing  so. 

Musical  notation  is  a  form  of  communication.   If  com- 
posers use  articulations  to  mean  one  thing  yet  performers 
think  another,  there  is  no  communication.   This  study's  com- 
poser survey  showed  that  composers  do  not  notate  articulations 
uniformly  while  the  performer  survey  did  indicate  that  per- 
formers had  definite  preferences  for  which  notations  described 
particular  articulation  descriptions.   It  would  be  unreasona- 
ble for  composers  to  assume  that  performers  should  learn  a 
"proper"  way  to  perform  notations,  when  there  is  no  one  agreed 
upon  method.   For  communication  between  composer  and  perform- 
er to  occur,  composers  should  make  an  effort  to  notate  their 
articulations  in  a  language  performers  understand. 

This  study  next  investigated  the  possibility  that  a  com- 
mon practice  of  articulating  brass  articulation  notations 
already  exists.   The  brass  articulation  usage  of  92  recorded 
musical  excerpts  of  11  composers  of  11  different  musical 
eras  was  analyzed.   It  was  hoped  that  performance  trends  would 
develop.   As  opposed  to  the  performer  survey,  which  tested 
how  performers  thought  articulations  should  be  notated,  this 
analysis  revealed  how  conductors  actually  had  articulations 
performed.   If  overall  trends  had  developed,  it  would  have 
been  a  simple  matter  to  report  the  results.   Composers  would 


124 


have  been  able  to  use  the  knowledge  to  assure  that  their  use 
of  articulation  notations  would  produce  proper  articulations. 
Performers  who  learned  these  results  would  have  been  much 
more  efficient  players  in  rehearsal  and  much  more  precise  in 
performances.   It  is  unfortunate  that  no  overall  trends 
emerged . 

The  final  section  of  this  study  was  a  proposed  guide  for 
brass  articulation  notations.   Findings  of  earlier  sections 
of  the  study  were  synthesized  and  rearranged  to  help  form  the 
proposed  guide.   It  is  understood  that  there  will  be  disagree' 
ments  concerning  the  guide's  17  notations  and  definitions. 
Yet  if  it  is  possible  for  jazz  artists  to  agree  on  an  arti-  . 
culation  system,  and  for  the  most  part  they  do,  it  seems 
reasonable  to  assume  that  eventually  it  will  be  possible  for 
most  brass  musicians  who  play  from  standard  notation  to 
agree  on  a  system.   It  is  the  author's  belief  that  this 
study's  guide  is  a  major  contribution  towards  that  goal. 


Conclusions  and  Findings 

This  study  came  to  the  following  conclusions  and  findings 

1.  Today's  performers  are  more  knowledgeable  about 
the  correct  manner  to  perform  articulations  in  the  music  of 
the  17th  and  18th  centuries  than  in  music  of  the  19th  and 
20th  centur i  es  . 

2.  For  only  one  out  of  15  articulation  descriptions, 
the  slur,  contemporary  American  composers  demonstrated 
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different  conceptions  of  how  brass  articulations  should  be 
notated . 

3.  Brass  performers  show  clear  preferences  on  how  indi 
vidual  brass  notations  should  be  notated. 

4.  Conductors  do  not  demonstrate  a  common  practice  of 
performing  brass  articulation  notations. 

5.  If  composers  and  performers  agree  on  this  survey's 
17  proposed  articulation  notations,  there  will  be  fewer 
misunderstandings  on  how  music  is  to  be  performed. 

Recommendat  i  ons 


This  study  makes  the  following  recommendations  to 
further  the  cause  of  the  clear  use  of  articulation  notations: 

1.  An  investigator  should  tape-record  and  examine  the 
actual  playing  of  individual  musicians.   This  would  determine 
if  brass  players  perform  articulations  in   the  manner  they 
indicated  on  this  study's  performer  survey. 

2.  This  study's  performer  survey  should  be  administered 
to  brass  players  throughout  the  United  States  and  the  world. 
This  would  help  determine  whether  results  from  this  study's 
survey  were  only  regional  in  nature. 

3.  The  brass  articulation  usage  of  brass  composers 
who  were  either  not  included  in  the  composer  survey  or 
chose  not  to  participate  in  the  survey  should  be  investi- 
gated . 

4.  This  study's  composer  survey-form  was  formulated 

to  fulfill  a  two-fold  purpose--1)  to  determine  what  notations 
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composers  used  to  indicate  articulations;  and  2)  to  later 
construct  a  composer  survey  based  on  the  information  gathered. 
A  composer  survey-form  should  be  formulated  to  allow  composers 
to  give  their  own  definitions  for  articulation  notations. 
5.   A  similar  study  should  be  attempted  for  woodwind 
articulation  notations.   If  the  17  brass  articulation  nota- 
tions proposed  in  this  study  could  be  adopted  by  woodwinds, 
composing  for  wind  instruments  would  be  greatly  simplified. 

6.   A  great  educational  effort  is  needed  if  the  17 
proposed  articulation  notations  are  to  be  widely  accepted. 
It  is  recommended  that  these  proposed  notations  be  presented 
in  workshops  and  journals  to  brass  performers,  composers, 
and  educators. 


APPENDIX  A 
COMPOSER  BRASS  ARTICULATION  SURVEY 


Name 


BRASS  ARTICULATION  NOTATION  SURVEY 


For  each  of  the  following  examples,  please  supply (write  in) 
the  musical  brass  articulation  notation  that  best  exemplifies 
the  written  description.   For  example,  you  might  notate  mea- 
sures in  the  following  manner: 

b  i 3  1 


y 


mm 


Feel  free  to  use  any  articulation  marking  or  dynamic  marking 
(ie.sfz   ) that  you  feel  is  necessary.   A  space  is  provided  to 
rewrite  the  example  if  note  values  need  to  be  changed.   Please 
add  comments  wherever  you  believe  they  may  be  helpful.  Assume 
a  dynamic  level  of  mf  and  a  tempo  of  «l=88  throughout. 

ARTICULATION  DESCRIPTIONS 

Notes  receive  full  value (with  each  note  barely  separated  from 
the  next),  with  loud  attacks  and  quick  decrescendos . 
_, , 3  j 


m=m 


Comments : 


iisip 


2.  Notes  receive  full  value (with  a  minimum  of  space  between 
v  notes)  .without  loud  attacks. 
■ — - * . f—  3  — 1 


aSHs 


3HHI 


Comments 


3.  Notes  shortened  in  value(each  separated  from  the  next),  without 
1  loud  attacks . 

3  — l 


^=^^gpfpEgp 


Comments : 


4.  Notes  shortened  in  value(each  separated  from  the  next),  with 
> loud  attacks .  3  


ti^m^^m^^ 


Comments 


(continued  next  page) 
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BRASS  ARTICULATION  NOTATION  SURVEY--p.  2 

5.  Notes  receive  full  value,  with  notes  louder  than  normal  within 
the  prevailing  dynamic (notes  accented  for  the  whole  of  their 
duration)  .  ,  


f^^^j^^f 


Comments 


6.  Notes  shortened  in  value,  receiving   very  loud  attacks,  with 
K  only  slight  diminuendos. 
| i i 3  » 


g^^OT^^mEj 


Comments : 


7.  Notes  receive  full  value,  with  very  loud  attacks,  with  quick 
and  large  diminuendos . 


^^^mmim^ 


Comments 


8.  Notes  receive  full  value,  with  each  note  stressed  or  leaned 
upon(perhaps  with  each  note  receiving  a  slight  crescendo). 

—  3    i 


Comments : 


9.  Notes  are  slightly  separated,  receiving  forceful  attacks  with 
. s light  decays . 


3  1 


^^^^^^M 


Comments : 


10.  Notes  are  shortened  in  value,  with  very  loud  attacks  and  quick 
diminuendos.  


f—  3  ~> 


^^i^^^^m 


Comments 


(continued  next  page) 
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BRASS  ARTICULATION  NOTATION  SURVEY--p.  3 

11.  Notes  receive  slight  or  some  separation,  with  each  note  stressed 
or  leaned  on(a  very  slight  crescendo_on  each  note). 

.3      1 


Comments 


12.  Notes  receive  full  value  with  no  separation,  receiving  diaphrag- 
matic stress,  rather  than  articulated  accents 
) __^ . . <—  3  —  I 


I 


J^=g 


I 


^F=R 


<  *>J  * 


Comments  ; 


w 


13.  Notes  receive  some  separation  and  diaphragmatic  stress,  rather 
than  articulated  accents.        ,  


^m&^mmm 


Comments : 


14.  Notes  are  a  flow  of  sound  with  the  beginning  of  each  note  iust 
barely  articulated. 


Comments : 


15  .Notes    are   one    flow  of   sound,    with   no   breaks    between    th 


■3  — » 


^^m 


Comments : 


Please  state  any  overall  comments  you  might  have. 


May  I  quote  your  responses  in  my  dissertation  or  in  related 
publications?    Yes ;;0 


APPENDIX  B 


PERFORMER  BRASS  ARTICULATION  SURVEY 


BRASS  ARTICULATION  NOTATION  SURVEY 

PLEASE  COMPLETE  THE  FOLLOWING  INFORMATION 
Major  Instrument Your  Age 


Please  check  the  cateqory  which  you  feel  best  describes  you  as  a  brass  musician. 

High  School  Student College  Student Adult  Amateur 

Professional Other  (Please  Explain) 

The  purpose  of  this  survey  is  to  determine  whether  brass  players  view  articulation 
notations  with  uniformity.   For  each  of  the  following  items,  please  CIRCLE  the 
musical  notation  that  BEST  exemplifies  each  written  description  of  an  articulation. 
Assume  that  the  dynamic  marking  for  each  notation  is   mf  and  that  the  tempo  is 
eighty-eight  quarter-notes  per  minute. 


Notes  receive  full  value (with  each  note  barely  separated  from  the  next),  with  loud 
attacks  and  quick  decrescendos. 


fe=* 


^5E2 


jpg^ 


c) 


fp  ff>  fp  fp 


d) 


z; 


e) 


jPPS 


f ) 


n 


tojrcato 


|    J    J   1 


Notes  receive  full  value (with  a  minimum  of  space  between  notes),  without  loud  attacks. 

j.  a  j  i  J  J    "  |  :i j j  J I     ■'  flu  j  JJJ 


a) 


d) 


e) 


-fc-rt 

?W 

-top  - 

— ■ 

1— T 

J 

* 

Notes  shortened  in  value (each  separated  from  the  next),  without  loud  attacks 

c) 


d) 


"  J  i  i  j  l .' 


b) 


c/e.~tache.d 


ach&d  k    leSS',Lro 
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Brass  Articulation  Notation  Survey 2 


4.   Notes  shortened  in  value (each  separated  from  the  next),  with  loud  attacks. 

A    A  A  A 

c) 


a) 


b) 


A       K 


C) 


sf  s/  jf  sf 
marcato 


mm    «&mm  "lupin 


5.   Notes  receive  full  value,  with  notes  louder  than  normal  within  the  prevailing  dynamic 
(notes  accented  for  the  whole  of  their  duration). 


b! 


^^ 


'I  J  J  J  1 


sf*  j£  s£j& 


>  > 


Pi 


ZJL3 


J  J  ■  1 


/\  A  A 


6.       Notes  shortened  in  value,   receiving  very  loud  attacks,   with  only  slight  diminuendos. 
/\  AAA 

3T 


a) 


i) 


KMotto  Mirt.it 


h) 


e) 


Mar  cote 


P      J    j    jj 


^ 


<r   g 


■^  >  >  > 


7.       Notes  receive  full  value,   with  each  note  stressed  or  leaned  upon(perhaps  with  each  note 
receiving  a  slight  crescendo). 


a) 


P 


b) 


■tse 


O  «*  j  £  *  n  urTo 


c) 


p<~fp<-,Sf><^p<rr,4 


|       I       I     J  e)      ,P    g  j       f=( 


^  <  <  ■< 


5:  <-c  <l 


8.   Notes  receive  full  value,  with  very  loud  attacks,  with  quick  and  large  diminuendos 


as 


d) 


Biil-Tonti 

31 


wm 


Jj,  fP  fp  £ 


j/k.  sjk  sSt  sfe. 


e) 


c) 


f) 


^ 


-rj>  sfp  *$>  sfp 
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Brass  Articulation  Notation  Survey — 3 
9.   Notes  are  slightly  separated,  receiving  forceful  attacks  with  slight  decays. 
a) 


■v  > 


■>   ■> 


b 


e) 


j  PH    c)  I  :<  j  j  j J 


?  ?  ?  ? 


msrcato 


f ) 


P§ 


7*  ■>> 


*&  3&4&  *& 


10.  Notes  are  shortened  in  value,  with  very  loud  attacks  and  quick  diminuendos. 
A  A    A  A         k     A  A  A  A 


a) 


d) 


V    /    V  V 


PpHi 


r) 


e) 


p  I j  j  j  -;  I  a  j  j  j  j 


marte/e 


friar  cotn 


f  ) 


jJJ.  *£  r^>  *fc 


P^ 


5-    >    > 


11.  Notes  receive  slight  or  some  separation,  with  each  note  stressed  or  leaned  onCa  very 
slight  crescendo  on  each  note ) . 


a) 


it   1  j  J 

T  J  f  ? 


c) 


^§ 


d) 


e) 


f ) 


^  ;=»  ^=»  ^» 


<  -c  <  < 


-fc-II 

7F^ 

•       : 

top  «■ 

**        |     j 

— ■ 

1— y 

J 

— 

12.  Notes  receive  full  value  with  no  separation,  receiving  diaphragmatic  stress,  rather 

than  articulated  accents. 


a! 


j'l  JJJi 


b) 


e) 


pim 


c) 


f ) 


!^gB 


B 


"t"eou"t « 


I  &g  » to 
13.  Notes  receive  some  separation  and  diaphragmatic  stress,  rather  than  articulated  accents. 


—  v     -5-—  -   -  «    vr-  —    > 


d) 


e) 


I   I  J  _      f) 


cj&ischea 
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Brass  Articulation  Notation  Survey~4 
14.  Notes  are  a  flow  of  sound  with  the  beginning  of  each  note  just  barely  articulated. 

m 


aj 


a: 


A) 


bJ 


4— * 


*=■ 


c) 


•ivstcnu.t-0 


15.  Notes  are  one  flow  of  sound,  with  no  breaks  between  them. 
J  J  J  P 


a) 


1  JI.JMI 


/W  3"£  « 


(  f  4  ate  i  SI  trio 


Any  comments  you  have  concerning  brass  articulation  notation,  in  oeneral,  or  this  survey,  in 
particular,  will  be  greatly  appreciated.  Thank  you  very  much  for  your  help. 


COMMENTS (Optional ) : 


APPENDIX  C 


CONDUCTOR  ARTICULATION  USAGE 


To  analyze  the  articulation  usage  of  conductors,  18 
different  articulations  were  identified  by  number.   They  are 

1.  Full  value(barely  separated),  loud  attacks,  quick 
dimi  nuendo . 

2.  Full  value,  without  loud  attack. 

3.  Note  shortened,  without  loud  attack. 

4.  Note  shortened,  with  loud  attack. 

5.  Note  full  value,  accented  for  the  whole  of  its 
duration. 

6.  Note  shortened,  very  loud  attack,  slight  diminuendo. 

7.  Full  value,  note  stressed. 
Full  value,  very    loud  attack,  slight  decay. 
Slightly  separated,  forceful  attack,  slight  decay. 


8. 

9. 
10. 


11 
12 
13 

14 


Slightly  separated,  forceful  attack,  with  quick 
dimi  nuendo . 

Slight  separation,  note  stressed. 

No  separation,  with  diaphragmatic  stress. 

Separation,  with  diaphragmatic  stress(not  tongued 
or  art i  cu 1 ated  ) . 


Flow  of  sound  with  just  a  bare  articulation("d") 

1 5 .  One  f 1 ow  of  sound  . 

16.  Full  value,  loud  attack,  slight  decay. 

17.  Fast  as  possible(but  still  full  value). 

18.  Shortened  note,  with  loud  attack  and  quick  decay 
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After  listening  to  each  recorded  excerpt,  the  author 
identifed  each  brass  note  with  a  number  indicating  the 
articulation  used.   In  cases  where  instruments  are  playing 
unison  rhythms,  and  where  brass  players  use  similar  articu- 
lations, only  one  number  was  assigned  to  the  group.   In  some 
cases,  it  was  impossible  for  the  author  to  hear  an  individual 
articulation.   In  those  cases,  a  question  mark  was  used. 


J.  S.  Bach   Brandenburg  Concerto  No.  2 
3rd  Movement,  measures  1-57,  The  Norton  Scores 

Kami  en ,  editor 


Conductor 

Kehr 

Paillard  ■ 

Harnoncourt 

Newman 

Goberman 

Horenstei  n 

Faerber 

Borok 

Schwartz 

Casal s 

Karajan 


Conductor 

Kehr 

Pai 1  lard 

Harnoncourt 

Newman 

Goberman 

Horenstein 

Faerber 

Borok 

Schwartz 

Casal s 

Karaj  an 


Measure 
1 
4   4 

3  3 
2  16 

18  18 

4  3 


3 
3 

18 
3 
3 

11 


tr 
tr 
tr 

tr 
tr 
tr 
tr 

tr 
tr 
tr 
tr 


Measure 

4 

11 

11 

2 
18 
18 
18 
11 

3 
tr 

2 

7 


4 
2 
3 
2 
3 
3 
4 
2 
2 
9 
3 


4 

2 

3 

14 

4 
4 
4 
2 
3 
2 
3 


2 
11 

2 
18 
18 
18 

4 

7 
18 
18 
11 

3 


5 
4 
2 

3 
7 

4 
4 
4 
2 
3 
2 
3 


3 
2 
3 
2 
3 
3 
4 
2 
2 
9 
3 


4 
2 
3 
14 
4 
4 
4 
2 
3 
2 
3 


3 
2 
3 
2 
3 
3 
4 
2 
2 
9 
3 


3 

4  tr 

18  tr 

3  tr 

18  tr 

18  tr 

18  tr 

18  18  tr 

3  18  18 

4  18  tr 
3  18 
3  11 


4 
3 
2 
3 
4 
3 


4 
2 
3 
3 
4 
4 
4 
2 
3 
2 
3 


4 
2 
3 
14 
4 
4 
4 
2 
3 
2 
3 


3 
2 
3 
2 
3 
3 
4 
2 
2 
tr  17 
tr   3 


6 

4 
2 
3 
3 
4 
4 
4 
2 
3 
2 
3 


3 
2 
3 
2 
3 
3 
4 
2 
2 
17 
3 


tr 
tr 
tr 
tr 
tr 
tr 
tr 
tr 
tr 
tr 
tr 


3 
2 
3 
2 
3 
3 
4 
2 
2 
17 
3 


3 
2 
3 
2 
3 
3 
4 
2 
2 
7 
3 
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APPENDIX  D 


GUIDE  TO  INDIVIDUAL  COMPOSER  ARTICULATION  USAGE 


As  a  result  of  this  study's  investigation  of  contemporary 
composer  notational  preferences (Chapter  Four),  a  guide  to 
individual  composer  articulation  notations  was  assembled  to 
give  performers  the  opportunity  to  discover  what  composers 
actually  mean  when  they  use  articulation  notations.   The  in- 
cluded entries  in  this  guide  came  from  four  sources:   1)  a 
composer  articulation  survey  distributed  to  72  American  com- 
posers; 2)  a  performer  survey  distributed  to  the  40  composers 
who  did  not  respond  to  the  first  survey;  3)  the  book  Effective 
Performance  of  Band  Music  by  W.  Francis  McBeth ( 1 972 ) ,  and 
4)  a  personal  interview  with  Vaclav  Nelhybel.   The  information 
source  for  each  composer  entry  has  been  listed  in  the  guide. 

The  composer  survey  included  a  two-measure  musical  phrase 
devoid  of  articulation  notations.   Composers  were  asked  to  no- 
tate  the  given  musical  phrase  with  the  articulation  marks  they 
would  use  for  15  written  descriptions  of  articulations.   The 
performer  survey(in  this  case  used  by  composers)  took  the  most 
popular  responses  for  each  example  in  the  composer  survey  and 
offered  the  performer(or  composer)  a  choice  of  up  to  six  nota- 
tion for  each  articulation  description.   Composers  were  told 
that  they  could  change  any  notation  to  meet  their  conceptions 
for  any  description.   The  McBeth  book  asked  conductors  to  de- 
fine five  articulation  notations. 

This  guide  to  composer  articulation  usage  had  the  follow- 
ing limitations:  1)  It  only  included  a  selected  group  of 
American  composers;  and  2)  it  is  possible  that  composers 
may  use  some  notations  which  are  not  included  in  the  guide. 
The  guide  included  only  notations  demonstrated  by  each  composer. 
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Thomas  Albert.   Associate  Professor  of  music  theory, 
composition,  and  chairman  of  theory  division,  Shenandoah 
Conservatory  of  Music,  Vi rgi ni a( Composer  Survey). 
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Notes  receive  full  value(with  a  minimum 
of  space  between  notes),  without  loud 
attacks  and  quick  decrescendos . 
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Notes  shortened  in  value(each  separated 
from  the  next),  without  loud  attacks. 
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Notes  receive  full  value,  with  each 
note  stressed  or  leaned  upon(perhaps 
with  each  note  receiving  a  slight 
crescendo ) . 

Notes  shortened  in  value(each  separated 
from  the  next),  with  loud  attacks. 
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Notes  shortened  in  value  receiving  very 
loud  attacks,  with  either  a  slight  or 
a  quick  dimi  nuendo . 
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Notes  receive  full  value  with  no  sepa- 
ration, receiving  diaphragmatic  stress 
rather  than  articulated  accents. 
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Notes  are  one  flow  of  sound  with  no 
breaks  between  them. 


Notes  receive  full  value,  with  very 
loud  attacks,  with  quick  and  large 
dimi  nuendos . 


Notes  receive  full  value(with  each  note 
barely  separated  from  the  next),  with 
loud  attacks  and  quick  decrescendos 
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Bruno  Amato .   Theory  faculty,  Peabody  Conservatory  of 
Nusic,  Baltimore,  Maryl and ( Performer  Survey). 
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Notes  receive  full  value,  with  notes 
louder  than  normal  within  the  prevail- 
ing dynami c (notes  accented  for  the 
whole  of  their  duration). 

Notes  shortened  in  value(each  separated 
from  the  next),  without  loud  attacks. 


Notes  receive  full  value(with  a  minimum 
of  space  between  notes),  without  loud 
attacks . 


Notes  receive  full  value(with  each  note 
barely  separated  from  the  next),  with 
loud  attacks  and  quick  decrescendos. 


Notes  shortened  in  value(each  separated 
from  the  next),  with  loud  attacks  or 
with  very  loud  attacks  and  only  slight 
dimi  nuendos . 

Notes  receive  some  separation  and  dia- 
phragmatic stress,  rather  than  articula 
ted  accents. 


Notes  are  slightly  separated,  receiving 
forceful  attacks  with  slight  decays. 


Notes  receive  full  value,  with  very 
loud  attacks,  with  quick  and  large 
dimi  nuendos  . 


Notes  are  shortened  in  value,  with  very 
loud  attacks  and  quick  diminuendos. 


Notes  are  one  flow  of  sound,  with  no 
breaks  between  them. 
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David  Amram, 
Survey) . 


Composer,  New  York,  New  York (Performer 
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Notes  receive  full  value(with  a  minimum 
of  space  between  notes),  without  loud 
attacks;  notes  may  receive  diaphragma- 
tic stress,  or  be  one  flow  of  sound 
with  no   breaks  between  them. 

Notes  receive  full  value(with  each 
note  barely  separated  from  the  next), 
with  loud  attacks  and  quick  decrescen- 
dos;  or  full  value  notes  louder  than 
normal  within  the  prevailing  dynamic. 

Notes  shortened  in  value(each  separa- 
ted from  the  next),  without  loud 
attacks  . 


mm 


>  >   >  > 


Notes  shortened  in  value(each  separa- 
ted from  the  next),  with  either  loud 
attacks  or  \/ery    loud  attacks,  with  only 
a  slight  d  i  mi  nuendo . 

Notes  receive  slight  separation,  with 
each  note  stressed  or  leaned  on(a  very 
slight  crescendo  on  each  note). 


i  ii  j  \  J  J 


A  A  A  A 


^m 


Notes  are  slightly  separated,  receiving 
forceful  attacks  with  slight  decays. 


Notes  are  shortened  in  value,  with  very 
loud  attacks  and  quick  diminuendos. 


J*  tf  *f  * 

Jan  Bach.   Professor,  Northern  Illinois  University 
( Composer  Survey) 


m 


r->^> 


Notes  receive  full  value  with  loud  or 
very  loud  attacks  and  quick  decrescendos ; 
and  notes  are  louder  than  in  the  pre- 
vailing dynami  c . 
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J— y 


•   • 


Notes  shortened  in  value(each  separated 
from  the  next),  without  loud  attacks. 


33 


S 


Long  notes,  but  slightly   spaced 


SEE 


or 


•   •  • 


*  >  >  > 


gM-^ui 


k 


se 


V  V  V  v 


w^m 


>■  >>  >■ 


Notes  shortened  in  value(each  separated 
from  the  next),  with  loud,  or  with 
very  loud  attacks. 


Notes  are  slightly  separated,  receiving 
forceful  attacks  or  diaphragmatic  stress, 
with  si i  ght  decays . 


Notes  are  one  flow  of  sound,  with  no 
breaks  between  them. 


i 


>   >•   y 


Notes  receive  full  value  with  no  sepa- 
ration, receiving  diaphragmatic  stress, 
rather  than  articulated  accents. 


Notes  are  a  flow  of  sound  with  the 
ginning  of  each  note  just  barely 
articulated. 


be- 


Comments : 


1.  Some  of [the  survey's]  distinctions  are  so  subtle  I 
doubt  that  many  composers ( espec i al ly  those  with  no  brass 
background)  think  of  notating  them.   Life  is  too  short; 
context  and  m  u  s  i  c  a  1 i  t  y  (especially  an  understanding  of 
style)  are  more  important  than  rote  symbols  for 

arti  cu 1  at i  ons . 

2.  The  articulation  vocabulary  is  at  present  too 
limited.   Other  than  *  ,  7*   ,  •  ,  —  ,and  *~*  ,what  symbols 
do  we  have? 

3.  Articulations  would  be  much  easier  to  express  if  the 
unadorned  note(Ji)  were  taught  to  be  played  for  its  full 
value,  and  any  articulation(except  the  slur)  used  to 
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shorten  or  accent  the  note. 

4.  To  my  mind,  J   j|  jl    is  the  most  misunderstood  arti- 
culation, even  among  professional  performers  and 
conductors.   Some  take  it  to  mean  "play  the  note  as  long 
as  possible  within  its  duration"  while  others  interpret 
it  as  "long  notes,  but  slightly  spaced."   I  take  it  to 
generally  mean  the  latter,  but  wish   it  meant  the  former, 

5.  I  have  had  more  trouble  with  this  articulation  in  my 
own  music  more  than  any  other: 


t 


tl 


s^Zi 


3^=$ 


I  mean  to  have  one  G  articulated  at  the  beginning  of 
the  quarter-note,  and  ti  ed  over  to  an  extremely  short 
second  note;  a  simplified  way  of  writing: 


t 


£ 


2- 


_v_ZZT 


See! 


However,  many  players  insist  on  articulating  the  stacca- 
to eighth-note  as   well  as  the  quarter-note,  and  I  have 
to  remind  them  that,  were  I  to  ask  for  such  an  articula- 
tion, I  would  write  it  as: 


=S 


m 


&* 


Andrew  Balent.   Composer  and  arranger  of  band  literature 
(Composer  Survey) 


K 


Notes  are  slightly  separated,  receiving 
forceful  attacks  with  slight  decays. 


z: 


m 


Notes  shortened  in  value(each  separated 
from  the  next),  without  loud  attacks. 


'I  J  J  J  I 


Notes  receive  full  value(with  a  minimum 
of  space  between  notes),  without  loud 
attacks . 
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A  A  A  A 


* 


m 


£.**■*■ 


^m 


A  A  A  A 


^^ 


*r*r*rh 


m 


m 


Notes  shortened  in  value,  receiving 
very  loud  attacks,  with  only  slight 
dimi  nuendos . 


Notes  shortened  in  value(each  separated 
from  the  next),  with  loud  attacks. 


Notes  receive  full  value(with  each  note 
barely  separated  from  the  next),  with 
loud  attacks  and  quick  decrescendos . 


Notes  are  played  with  very  loud  attacks 
and  quick  diminuendos. 


Notes  receive  full  value  with  no  sepa- 
ration, either  receiving  diaphragmatic 
stress  or  with  the  beginning  of  each 
note  barely  articulated. 

Notes  receive  some  separation  and  dia- 
phragmatic stress,  rather  than 
articulated  accents. 


Notes  are  one  flow  of  sound,  with  no 
breaks  between  them. 


Comments 


In  some  cases  it  would  be  wise  to  write  performance 
notes  with  the  piece  to  describe  your  exact  intentions. 
Many  are  difficult  to  indicate  exactly  with  traditional 
markings. 


Warren  Barker,     Composer,  Red  Bluff,  California 
(Composer  Survey y 


Notes  shortened  in  value(each  separated 
from  the  next),  without  loud  attacks. 
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Notes  receive  full  value(with  a  minimum 
of  space  between  notes),  without  loud 
attacks  . 


Notes  receive  full  value,  with  notes 
louder  than  normal  within  the  prevail- 
ing dynamic (notes  accented  for  the 
whole  of  their  duration). 

Notes  receive  full  value,  with  each 
note  stressed  or  leaned  upon,  with  the 
beginning  of  each  note  barely  arti- 
cul ated . 

Notes  are  one  flow  of  sound,  with  no 
breaks  between  them. 


Longer  notes (quarter-notes  or  longer) 
receive  forceful  attacks(in  conjunction 
with  an  increase  of  dynamic  marking). 


A  AA 


j  ii  j  j  j  j 


7*** 


Shorter  notes ( shorter  than  a  quarter- 
note)  receive  forceful  attacks(in 
conjunction  with  an  increase  of  dynamic 
marking)  and  are  shortened  in  value. 

Notes  receive  very    large  attack(with- 
out  quick  diminuendo  unless  notated). 


James  Barnes.   Composer  and  arranger,  University  of  Kan 
sas  ( Composer  Survey) 


:z: 


m 


Notes  receive  full  value(with  a  minimum 
of  space  between  notes),  without  loud 
attacks . 


x:r= 


m 


r>  >  - 


Notes  receive  full  value(with  each  note 
barely  separated  from  the  next),  with 
loud  attacks  and  quick  decrescendos . 


:z; 


i 


Used  to  separate  or  detach  short  notes 
(eighth  or  sixteenth-notes). 
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A  A    A  A 


sk 


1  J  J  J  1 


«  v  v  * 


^§ 


#-* 


Notes  detached,  receiving  very  loud 
attacks,  with  only  slight  diminuendos 


Notes  are  shortened  in  value,  with  very 
loud  attacks  and  quick  diminuendos. 


Notes  are  a  flow  of  sound  with  the  be- 
ginning of  each  note  just  barely 
articul ated(f or  longer  notes--quarters , 
hal ves ) . 


m 


Notes  are  a  flow  of  sound  with  the  be- 
ginning of  each  note  just  barely 
articulated(for  shorter  notes--eighths 
and  sixteenths). 


Comments : 

The  following  comments  and  discussions  are  taken,  with  per- 
mission, from  Barnes'  unpublished  monograph  "Emphasis  On 
Concert  Band" ( undated  ) . 

Specific  names  for  articulations  and  their  implication. 

Articu  lation   Italian  name   It.  trans~       Musical  Implication 


>   or  Sf 

A 


I 


sf  ort 
marcato 
staccato 
s  p  i  c  c  a  t  o 
tenuto 


forced,  pushed 

marked 

detached( lightly) 

f orcef u 1 ly 
detached 
held,  grasped 


emphasi  zed 

heav  i ly 

emphas  i  zed 

1 i  ght ly  detached 

detached  wi  th 
strong  emphasis 
drawn  to  full 
value 


Basic  interpretations  of  standard  articulations 


r 


heavy  emphasis,  sometimes  with  a  slight  separation 
before  next  note,  sometimes  played  full   value 
especially  in  note  values  of  half  note  or  larger 
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i 

9 


full  value(sometimes  a  slight  separation),  moder- 
ate emphasis 

full  value;  no  separation  to  the  next  note 


lightly  tongued;  more  than  usual  separation 


briskly  tongued;  even  more  separation  than  stac 
cato(rarely  used  in  more  contemporary  scores) 


Wind 


f 

A 

r 

A 
P 


player  combinations  of  traditional  bowing  marks. 


tongued  lightly  and  played  to  full  value  with  no 
break  between  this  note  and  next 

emphasized  and  played  to  full  value  with  no  break 
between  this  note  and  next 

emphasized  heavily  and  played  to  full  value  with 
no  break  between  this  note  and  the  next 

emphasized  heavily  and  played  quite  detached(I 
personally  don't  care  for  this  marking,  since  it 
leaves  little  time  for  a  good  tone--especi al ly  in 
8th-note  usage--and  therefore  it  seems  a  bit 
unmusi  cal  )  . 


Combinations  of  slurs  and  articulations 


t  » •  <  • 


lightly  tongued  with  no  break  in  air  c  o  - 
lumn(which  is  the  way  staccato  should  be 
played  anyway) 


Articulation  and  the  length  of  the  note 


tenuto,  with  no  break  in  the  air  column 
this  marking  seems  to  be  redundant) 


has  to  do  with  length  as  well  as  impulse 

all  these  markings  have  more  to  do  with  the  empha- 
sis of  the  note  rather  than  the  duration  of  the 
pitch,  especially  when  we're  considering  notes 
of  any  duration  .longer  than  a  quarter: 

or  shorter  than* a  quarter:    Jft  J*     J> 
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Remember  that  all  these  articulations  must  be  taken  in 
the  context  of  style.   One  formula  just  won't  work   be- 
cause there  are  so  many  different  styles  of  music  today 
l-or  example:  a  marcato  quarter  note  in  jazz  doesn't 
necessarily  mean  the  same  thing  in  a  Romantic  work  of 
Wagner;  nor  can  it  be  interpreted  in  the  same  manner  in 
a  contemporary  work  of  a  serious  Concert  Band  composer 
(p. 4) 


?r1e  ?efS]e:'   P™fessor,  Santa  Monica  College,  California 
(Completed  both  Composer  and  Performer  Survey) 


fe= 


fo  *t   I  J  J  J       Notes  are  sli9ntly  separated,  receiving 
cJ   '  9    Z    Z.  Z.  forceful  attacks  with  slight  decays. 


T  >  >  > 


I  :>  J  J 


£ 


m 


Notes  receive  full  value(with  a  minimum 
of  space  between  notes),  without  loud 
attacks  . 


Notes  shortened  in  value(each  separated 
from  the  next),  without  loud  attacks. 


Notes  shortened  in  value(each  separated 
from  the  next),  with  loud  attacks. 


is 


m 


A     A  A  / 


Notes  receive  full  value,  with  notes 
louder  than  normal  within  the  prevail- 
ing dynamic(notes  accented  for  the 
whole  of  their  duration. 

Notes  shortened  in  value,  receiving 
very  loud  attacks,  with  quick  and  large 
diminuendos. 


t  -i  j  j  m 


Notes  receive  very    loud  attacks  and 
qui  ck  dimi  nuendos  . 


Notes  are  a  flow  of  sound  with  the  be- 
ginning of  each  note  just  barely 
articul ated . 
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or 


i 


m 


>  > 


Notes  receive  full  value  with  no  sepa- 
ration, with  each  note  stressed,  rather 
than  the  use  of  articulated  accents. 


Notes  are  one  flow  of  sound,  with  no 
breaks  between  them. 


Frank  Bencriscutto 
(Performer  Survey) 


Professor,  University  of  Minnesota 


pm 


Notes  shortened  in  value(each  separated 
from  the  next),  without  loud  attacks. 


4 


g  g  Z  1 


m 


Notes  receive  full  value,  with  each 
note  stressed  or  leaned  upon(perhaps 
with  each  note  receiving  a  slight 
crescendo ) . 

Notes  shortened  in  value,  without  loud 
attack,  but  possibly  with  some  stress 
placed  upon  them. 


or 


•>  >    >  > 


A   A  A   A 
•  •  • 


'\  j  J  J  i 


Notes  shortened  in  value,  with  either 
loud  or  very    loud  attacks. 


2T 


or 


s 


T>>> 


J  J  J  j 

X  A  A  A 


Notes  receive  full  value,  with  notes 
louder  than  normal  within  the  prevail- 
ing dynamic(notes  accented  for  the 
whole  of  their  duration). 
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g  ;  z-  — 


Notes  receive  full  value  with  no  sepa- 
ration, receiving  diaphragmatic  stress, 
rather  than  articulated  accents. 


ae 


Notes  are  one  flow  of  sound,  with  no 
breaks  between  them. 


■x. 


PPP^ 


or 


*r*f* 


|  \  j  j  j  i 


Notes  receive  full  value(with  each  note 
barely  separated  from  the  next),  with 
loud  attack  and  quick  decrescendos . 


Notes  are  shortened  in  value,  with  very 
loud  attacks  and  quick  diminuendos. 


Notes  receive  full  value,  with  very 
loud  attacks  and  quick  diminuendos. 


Warren  Benson.   Prof essor  of  compos i t i on ,  Eastman  School 
of  Music,  Rochester,  New  York ( Performer  Survey) 


x; 


IWi 


Notes  shortened  in  value(each  separated 
from  the  next),  without  loud  attacks. 


3*: 


Notes  shortened  in  value,  with  loud 
attacks . 


'I  J  J  J  J 


Notes  receive  full  value  with  no  sepa- 
ration, receiving  diaphragmatic  stress, 
rather  than  articulated  accents. 


Notes  receive  some  separation  and  d  i  a 
phragmatic  stress,  rather  than 
art i  cu 1 ated  accents  . 
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^^ 


*r  *r4r*r 


i  ■!  jiii 


iff,  jfH  tffcfffo. 

■J'NJji 


Tf^  *i^  *j^  »^ 


Notes  receive  full  value(with  each  note 
barely  separated  from  the  next),  with 
loud  attacks  and  quick  decrescendos 


Notes  shortened  in  value,  receiving 
very  loud  attacks,  with  only  slight 
dimi  nuendos . 


Notes  receive  full  value,  with  very 
loud  attacks,  with  quick  and  large 
dimi  nuendos . 


Notes  are  shortened  in  value,  with  very 
loud  attacks  and  quick  diminuendos. 


Comments 

[The  survey]  assumes  al  1  notes  have  to  be  quarter-notes 
Why 

or 


or/3. 


not  fTJQJ^for  JJJ57J73  *TJlt]\lllL 


I  think  your  notati  on  choice  is  much  too  1 imi ted .   You 
can't  do  it  all  with  quarter-notes  at  84,  or  at 
any  speed. 


Richard  Bowles .   Retired  Professor  of  music,  University 
of  Flori da(Composer  Survey) 


i\  1  j  J  J^ 


•   •  • 


Notes  shortened  in  value(each  separated 
from  the  next),  without  loud  attacks. 


^fffg 


A  A  A  A 


v         />   /\   /\  /* 

P  j  j  j  i 


Notes  receive  full  value(with  a  minimum 
of  space  between  notes),  without  loud 
attacks . 


Notes  shortened  in  value,  receiving 
very  loud  attacks,  with  only  slight 
diminuendos. 
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m 


TV  >  > 


Notes  shortened  in  value,  with  loud 
attacks . 


i 


Notes  receive  some  separation  and  dia- 
phragmatic stress,  rather  than 
articulated  accents. 


33 


1 


*    ~    ~   — 


Notes  are  a  flow  of  sound,  with  the  be- 
ginning  of  each  note  just  barely 
arti  cul ated . 


3. 


J   J.  J  * 


Notes  are  just  one  flow  of  sound  with 
no  breaks  between  them. 


■■I  j  J  j  i 


*f*J*rft  rft- 


Notes  receive  full  value,  with  \/ery 
loud  attacks  and  quick  and  large  dim in 
uendos . 


\\  I  j  J  J  J 


Comments : 


Notes  are  slightly  separated  with 
1 oud  attacks . 


Some  of  the  articulation  possibilities  are  better  served 

by  "legato"  or  "marcato"  than  by  individual  markings  on  each 

tone.   Too  many  markings  are  as  confusing  as  none, 
sometimes . 


Charles  Carter.   Instructor,  Florida  State  University 
( Performer  Survey) 


ll  '*  J  J  J  1 


>>*?■> 


Notes  are  slightly  separated,  receiving 
forceful  attacks  with  slight  decays. 


:z 


0    9 


Notes  shortened  in  value(each  separated 
from  the  next),  without  loud  attacks. 
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$ 


m 


A  A  A  A 

J   J  **  5£ 


>  »■> 


^ 


ifii 


ps 


J5^^^fr«ffe- 


3=t 


=F=* 


S 


Notes  receive  some  separation  and  dia- 
phragmatic stress,  rather  than 
articulated  accents. 


Notes  shortened  in  value(each  separated 
from  the  next),  with  loud  attacks. 


Notes  receive  full  value,  with  notes 
louder  than  normal  within  the  prevail- 
ing dynami c(notes  accented  for  the 
whole  of  their  duration). 

Notes  are  shortened  in  value,  with  very 
loud  attacks  and  quick  diminuendos. 


Notes  receive  full  value  with  no  sepa- 
ration, receiving  diaphragmatic  stress 
or  just  barely  articulated. 


Notes  shortened  in  value,  receiving 
very  loud  attacks,  with  only  slight 
dimi  nuendos . 


Notes  are  one  flow  of  sound  with  no 
breaks  between  them. 


Comments 


During  my  playing  days,  I  played  both  trombone  and  bari- 
tone horn.   It  is  my  opinion  that  there  is  a  difference 
between  a  slide  instrument  and  a  valve  instrument.   This 
difference  is  reflected  in  my  writing.   I  feel  there  are 
different  procedures  in  marking  articulation  between 
the  two  instruments. 


John  Barnes  Chance.  Professor  of  composition,  University 
of  Kentucky(McBeth  Book). 


~7- 


m 


>  >  7* 


Notes  receive  full  value,  each  given  a 
hard  attack . 
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is 


*  p  » 


i&£ 


FPP^ 


7   •   •  • 


A  A  A  A 


y  j  ^eje 


Notes  are  as  legato  as  possible  with 
each  note  attacked  without  accent(soft- 
tongued  )  . 


Each  note  is  shortened  in  value,  sepa- 
rated from  the  next. 


Notes  should  be  projected  dynamically 
above  its  surrounding  by  accenting  it 
for  the  whole  of  its  duratiuon. 


E]1;,ot  ge1,  Borq°-   Professor  of  music,  State  University 
of  New  York  at  Potsdam( Composer  Survey). 


«N=N^ 


Notes  receive  full  value(with  a  minimum 
of  space  between  notes),  without  loud 
attacks . 


m 


T  . 


Notes  shortened  in  value(each  separated 
from  the  next),  without  loud  attacks. 


f  V  f  * 


h  ,   ;  V  T  T 


Notes  receive  full  value,  with  very 
loud  attacks,  with  quick  and  large 
dimi  nuendos  . 


•*-+ 


>  >   >   > 


Notes  receive  slight  or  some  separation, 
with  each  note  stressed  or  leaned  upon 
(a  very  slight  crescendo  on  each  note). 


Notes  are  shortened  in  value,  with 
very  loud  attacks  and  quick  diminuendos 


la 


mm 


Notes  are  a  flow  of  sound  with  the  be 
ginning  of  each  note  barely 
art i  cul ated . 


i 


Notes  are  one  flow  of  sound,  with  no 
breaks  between  them. 


-244- 


Norman  Del  1 o  Joi  o. 
(Performer  Survey ) 


Pullitzer  Prize  winning  composer 


I 


P  ■  g 


1?=5 


S 


Notes  receive  full  value(with  a  minimum 
of  space  between  notes),  without  loud 
attacks . 


Notes  receive  full  value,  with  each 
note  stressed  or  leaned  upon(perhaps 
with  each  note  receiving  a  slight 
crescendo ) . 

Notes  shortened  in  value,  without 
1 oud  attacks . 


Notes  shortened  in  value  receiving 
either  loud  or  \/ery    loud  attacks,  with 
only  slight  diminuendos. 


i  ii  j  j  J  J 


">   >  Z  r 


fe=SfcE 


•  *  * 


^^ 


♦  ^  £  £ 


£=z 


*M-  j  J  JS 


Notes  receive  full  value,  with  notes 
louder  than  normal  within  the  prevail- 
ing dynamic(notes  accented  for  the 
whole  of  thei  r  duration) . 

Notes  are  slightly  separated,  receiving 
forceful  attacks  with  slight  decays. 


Notes  receive  full  value(with  each  note 
barely  separated  from  the  next),  with 
loud  attacks  and  quick  decrescendos . 


Notes  receive  wery    loud  attacks,  with 
quick  and  large  diminuendos. 


Notes  receive  full  value,  either  as  a 
flow  of  sound,  or  with  notes  receiving 
only  diaphragmatic  stress. 


Notes  receive  very  little  separation, 
either  barely  articulated  or  with 
diaphragmatic  stress. 
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Davi  d  Del  Tredi  ci .   Professor  of  music,  City  College  of 
the  City  University  of  New  York ( Performer  Survey). 


it  1  j  J  J^ 


zzz 


is 


£  Z.   Z.   ~ 


mm 


•  •  • 


**  ** 


¥ 


Notes  receive  full  value(with  a  minimum 
of  space  between  notes),  without  loud 
attacks  . 


Notes  shortened  in  value(each  separated 
from  the  next),  without  loud  attacks. 


Notes  shortened  in  value(each  separated 
from  the  next),  with  loud  attacks. 


J-h^F-y 


fc=r 


2*2!  T£ 


ti  1  J  J  J 


?=* 


*p*r*r*r 


Notes  receive  full  value,  or  slightly 
separated,  with  notes  louder  than  nor- 
mal within  the  prevailing  dynami c ( notes 
■accented  for  the  whole  of  their  duration 

Notes  recei ve  ful  1  value(with  each  note 
barely  separated  from  the  next),  with 
loud  attacks  and  quick  decrescendos . 


P  J  J  J  J= 


£ 


PB 


srr3fr  «r'tr 


I  1  J    I    I    I 


PB 


Notes  shortened  in  value,  receiving 
very  loud  attacks,  with  only  slight 
d  i  mi nuendos . 


Notes  receive  full  value,  with  very 
loud  attacks,  with  quick  and  large 
diminuendos. 


Notes  are  shortened  in  value,  with  very 
loud  attacks  and  quick  diminuendos 


Notes  receive  full  value  with  no  sepa 
ration,  notes  begun  by  diaphragmatic 
stress  or  just  barely  articulated. 


Notes  receive  some  separation  and  dia 
phragmatic  stress,  rather  than 
articulated  accents. 
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i 


Notes  are  one  flow  of  sound,  with  no 
breaks  between  them. 


Comments : 


Most  confusing,  in  my  experience,  is  to  get  players  to 
do  an  articulated  but  basically  connected  legato  kind 
of  playing.   Notation  for  this  seems  inadequate. 


John  Edmondson.   Free-lance  composer,  arranger,  and  edi- 
tor^Composer  Survey) 


TTTJ. 


fc= 


IS 


•   •   • 


Notes  receive  full  value(with  each 
note  barely  separated  from  the  next), 
with  loud  attacks  and  quick  decrescendos 


Notes  shortened  in  value(each  separated 
from  the  next),  without  loud  attacks. 


1-1  J  J  J-1 


Notes  are  a  flow  of  sound  with  the  be- 
ginning of  each  note  just  barely 
arti  cul  ated. 


dbz 


fe 


a 


•   •   •   • 


#3f 


■*—+ 


2.  2L   -  2- 

A  A  A  A 

•    •  •  • 


Notes  shortened  in  value(each  separated 
from  the  next),  without  loud  attacks. 


Notes  must  be  played  full  value  and 
not  separated  noticeably  from  the 
next  one. 


Notes  shortened  in  value,  receiving 
^Jery  loud  attacks,  with  only  slight 
diminuendos. 


zpr: 


PPPg 


s/r  *ff  rfy  fy 


z; 


i 


t 


Notes  are  shortened  in  value,  with 
very  loud  attacks  and  quick  diminuendos 


Notes  are  one  flow  of  sound,  with  no 
breaks  between  them. 
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Frank  Erickson.   Composer  of  concert  band  music(Composer 
Survey) 


3S 


mm 


Notes  receive  full  value,  with  each 
note  stressed  or  leaned  upon. 


m  i  j  j  j 


o    ~w 


>  >  >  > 


ii  1  j  j  jjs 


Notes  receive  full  value(with  each 
note  barely  separated  from  the  next), 
with  louder  attacks  than  in  the  prevail 
i  ng  dynami  c . 

Notes  receive  full  value,  without  loud 
attacks . 


Notes  shortened  in  value  receiving 
very  loud  attacks. 


Notes  receive  full  value,  with  very 
1 oud  attacks . 


Notes  are  a  flow  of  sound  with  the  be- 
ginning of  each  note  just  barely 
arti  cul ated . 


P 


Notes  are  one  flow  of  sound,  with  no 
breaks  between  them. 


Ss 


A  A  A  A 


m 


A  A  A  A 
|  |  |  j  J  i 


Notes  receive  an  "extra-strong"  accent 


Short,  extra-heavy  notes 


Comments 


At  this  tempo[quarter-note  =  84] ,  I  don't  think  a  cresc 
or  decresc  is  really  practical  for  any  value  less  than 
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a  half-noted^--   orj  2a*  )•   I  have  seldom  used  >A 
as  an  accent  but,  on  the  few  occasions  I  have,  I  usually 
mean  it  to  be  an  "extra-strong"   accent.   In  general  I 
would  say  that   JJJJ   A  A  A  /\ 

ff   >  *    *  >         Jill 

would   be  equivalent  to     &  if   m  *■ 

>£»   would  be  a  short,  extra  heavy  note. 


I  never  tie  a  short  note  into  a  strong  beat   such  as 

+    .     .   >-f  ...       I  would  notate  this  as 

*  ff   V  YVf  •       I  also  feel  that  sfz  is  about 
the  same  as  A  and  except  for  transcriptions  where  the 
original  composer  used  it,  I  never  have(again,  sfz  just 
an  extra-heavy  accent). 


Arthur  Frackenpohl .  Professor,  State  University  of  New 
York  at  Potsdam(Com poser  Survey). 


6= 


ii 


z: 


£.  >•  >   > 


Notes  receive  full  value,  with  notes 
louder  than  normal  within  the  prevail 
i  ng  dynami  c . 


m 


•  •   •  • 


Notes  shortened  in  value(each  separated 
from  the  next),  without  loud  attacks. 


Ss 


rm 


Notes  shortened  in  value(each  separated 
from  the  next),  with  loud  attacks. 


j>  ;1  J  j  J 1 


•   •  •  • 


Notes  shortened  in  value,  receiving 
very  loud  attacks,  with  only  slight 
dimi  nuendos . 


i 


m 


i  ■  i     j 


Notes  receive  full  value(with  each  note 
barely  separated  from  the  next),  with- 
out loud  attacks. 


=1  J  J  J  J 


ff  •ff  fyfy 


Notes  receive  full  value(with  each 
note  barely  separated  from  the  next), 
with  loud   attacks  and  quick  decrescendos 
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Morton  Gould.   Composer  and  conductor (Composer  Survey) 


5 


£  T   ■>  ** 


Notes  receive  full  value(with  each  note 
barely  separated  from  the  next),  with 
loud  attacks  and  quick  decrescendos . 


^  *   +  Z.Z. 


Notes  receive  full  value(with  a  minimum 
of  space  between  notes),  without  loud 
attacks . 


iN 


Notes  shortened  in  value(each  separated 
from  the  next),  without  loud  attacks. 


A  A  A   A 


zi 


m 


Notes  shortened  in  value(each  separated 
from  the  next),  with  loud  attacks. 


Clare  Grundman.   Composer  and  orchestrator (Performer 
Survey) 


*-* 


i. 


■XL 


5 


-* — ^  3» 
■   •  -J ? 


Notes  are  a  flow  of  sound(recei ve  full 
value),  with  the  beginning  of  each 
note  just  barely  articulated  and  with 
each  note  slightly  stressed. 

Notes  shortened  in  value  with  loud  or 
very  loud  attacks. 


z: 


m 


>  >  ~  ^ 


fifca 


iH  j  J  J^ 


T  ^  ^  ^ 


is 


J-5L*&  •&.*£- 


Notes  receive  full  value,  with  notes 
louder  than  normal  within  the  prevail- 
ing dynamic (notes  accented  for  the 
whole  of  their  duration). 

Notes  are  slightly  separated,  receiving 
forceful  attacks  with  slight  decays. 


Notes  receive  full  value(with  each 
note  barely  separated  from  the  next), 
with  loud  attacks  and  quick  decrescendos 
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>  *■  > 


Notes  receive  some  separation  and  dia 
phragmatic  stress,  rather  than 
articulated  accents. 


Notes  receive  full  value  with  no  sepa- 
ration, receiving  diaphragmatic  stress, 
rather  than  articulated  accents. 


Notes  are  one  flow  of  sound,  with  no 
breaks  between  them. 


Bill  Hammond.   Chief  editor,  Kendor  Music  Publications 
( Composer  SlTrvey)  . 


;H-rt-*-* 


Notes  receive  full  value(with  a  minimum 
of  space  between  notes),  without  loud 
attacks. 


m 


£  >  *>  > 


Notes  receive  nearly  full  value,  re- 
ceiving forceful  attacks  with  slight 
decays . 


m 


•    • 


Notes  shortened  in  value(each  separated 
from  the  next),  without  loud  attacks. 


A  A  A  A 


mm 


Notes  shortened  in  value,  receiving 
very    loud  attacks. 


i 


22 


i 


i  £  >  > 


Notes  shortened  in  value(each  separated 
from  the  next),  with  loud  attacks. 


m 


>  *•  >  > 

>  >  >  > 


^^ 


jfr  jj>*ff>*j> 


Notes  receive  full  value,  with  notes 
louder  than  normal  within  the  prevail 
ing  dynamic(notes  accented  for  the 
whole  of  their  duration). 

Notes  receive  full  value,  with  very 
loud  attacks,  with  quick  and  large 
diminuendos. 
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Notes  are  one  flow  of  sound,  with  no 
breaks  between  them. 


P 


0   Z-   --  — 

T  T    •  • 


Notes  receive  slight  or  some  separation, 
with  each  note  stressed  or  lean  on 
(a  slight  crescendo  on  each  note). 


Wal ter  Hart! ey .  Professor,  State  University  College  of 
New  York  at  Fredoni a( Composer  Survey). 


m 


Notes  receive  full  value(with  a  minimum 
of  space  between  notes),  without  loud 
attacks  . 


Notes  receive  full  value(with  each  note 
barely  separated  from  the  next),  with 
loud  attacks  and  quick  decrescendos 
(only  used  when  dynamic  is  f  or  ff). 

Notes  shortened  in  value(each  separated 
from  the  next),  without  loud  attacks. 


Notes  shortened  in  value  with  loud 
attacks(  only  used  when  dynamic  is 
f  or  1 ouder  ) . 


Notes  are  a  flow  of  sound   with  the 
beginning  of  each  note  just  barely 
arti  cul ated . 


Notes  are  one  flow  of  sound,  with  no 
breaks  between  them 


Q.C.  Hilliard.   Professor,  Nichols  State  University 
Tnibedaux,  Loui si ana( Composer  Survey) 


F=J= 


3  j  J  * 


Notes  receive  full  value(with  a  minimum 
of  space  between  notes),  without  loud 
attacks . 
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i 


P 


i? 


m 


it 


I 


i 


>  >  >  > 


PPP^ 


J_J  J  J 


A  A  A  A 


A  A  A  A 


Pi 


>   >  >  >• 


PPP^ 


Jfj>sfp*ff>*fp 


Ipg 


^7  "^  £  fl* 
A  A    A  A 


PPPf 


j^»  *f**fy  >? 


est 


*-* 


ipH 


Notes  receive  full  value(with  each 
note  barely  separated  from  the  next ) , 
with  loud  attacks  and  quick  decrescendos 


Notes  shortened  in  value(separated 
from  the  next),  without  loud  attacks. 


Notes  are  slightly  separated,  receiving 
forceful  attacks  with  slight  decays. 


Notes  shortened  in  value,  receiving 
very  loud  attacks,  with  only  slight 
dimi  nuendos  . 


Notes  shortened  in  value,  with  loud 
attacks  . 


Notes  receive  full  value,  with  very 
loud  attacks  and  quick  and  large 
dimi  nuendos . 


Notes  are  slightly  separated,  receiving 
forceful  attacks  with  slight  decays. 


Notes  are  shortened  in  value,  with 
very  loud  attacks  and  quick  diminuendos 


Notes  receive  some  separation  and  dia 
phragmatic  stress,  rather  than 
articulated  accents. 


Notes  are  a  flow  of  sound  with  the  be- 
ginning of  each  note  just  barely 
art i  cul ated  . 


Notes  are  one  flow  of  sound,  with  no 
breaks  between  them. 
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Karel  Husa.   Kappa  Alpha  Professorship,  Cornell  Univer- 
sity, Ithaca,  New  York ( Composer  Survey). 


r>>^ 


|  j  1 1 


S 


T"  "T  "•"  "7 


PS 


g  j  j  j  j 


Notes  receive  full  value(with  each  note 
barely  separated  from  the  next),  with 
loud  attacks. 


Notes  receive  some  separation  and  dia- 
phramatic  stress,  rather  than 
articulated  accents. 


Notes  shortened  in  value(each  separated 
from  the  next),  without  loud  attacks. 


Notes  receive  full  value,  with  notes 
louder  than  normal  within  the  prevail 
inf  dynami c ( notes  accented  for  the 
whole  of  their  duration). 

Notes  shortened  in  value,  with  very 
loud  attacks,  with  quick  and  large  di 
mi nuendos ( when  dynamic  is  at  least  f) 


i 


33 


-p ^_ mm. _ 


Notes  shortened  in  value,  with  loud 
attacks  . 


zzs 


Wm: 


j &./&**»  *fz 


m 


wr  z.  ~ 


Notes  shortened  in  value,  with  very 
1 oud  attacks . 


Notes  receive  full  value,  with  no  sepa- 
ration, receiving  diaphragmatic  stress, 
rather  than  articulated  accents. 


Notes  are  on  flow  of  sound,  with  no 
breaks  between  them. 
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Wi 1 1 i  am  Kraft .   Composer- i n-res i dence ,  Los  Angeles  Phil 
harmonic,  1 981  -  1 984 ( Performer  Survey). 


i 


i 


% 


*  z.  z 


m 


s 


•       •   •   • 

>  •*  >  > 


^S 


Notes  receive  full  value(with  a  minimum 
of  space  between  notes),  without  loud 
attacks . 


Notes  shortened  in  value(each  separated 
from  the  next),  without  loud  attacks. 


Notes  shortened  in  value,  with  loud 
attacks . 


Notes  receive  full  value  with  no  space 
between  notes. 


Marti  n  Mai lman .   Professor  of  composition,  North  Texas 
State  Uni versi ty(McBeth  Book). 


I 


2. 


33E* 


>   >  *>  s» 


Notes  given  a  clear  separation,  with  a 
forceful  attack  and  little  separation 
between  each  attack. 


g  g  z.  z. 


Notes  held  full  value,  with  very  little 
separation  between  notes,  with  a  broad 
attack,  sometimes  with  notes  stressed. 


i 


2$ 


Notes  are  shortened.   In  many  cases  it 
approximates  a  resonant  pizzicato  in 
the  str i  nys  . 


is 


A  A  A  A 


m 


Notes  are  given  a  "bell-like"  attack, 
with  considerable  decay  and  marked 
separation  between  sounds. 
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Donal d  McGi  nni  s .   Composer,  author,  and  producer ( Performer 
Survey) . 


i 


>  >  >  > 


fcnrtt 


"      T  .    .  • 


A  A  ,A  A 


J  'I  J  J  J  I 


Notes  receive  full  value(with  each 
note  barely  separated  from  the  next), 
with  loud  attacks  and  quick  decrescendos 


Notes  shortened  in  value(each  separated 
from  the  next),  without  loud  attacks. 


Notes  shortened  in  value(each  separated 
from  the  next),  with  loud  attacks. 


U-trtJ 


>  >■  >••> 


h  i  J  J  JH 


•    .  * 


Notes  receive  full  value,  with  notes 
louder  than  normal  within  the  prevail- 
ing dynami c ( notes  accented  for  the  whole 
of  thei  r  dur at i  on  )  . 

Notes  are  slightly  separated,  receiving 
forceful  attacks  with  slight  decays. 


I  j  pj 


Notes  receive  full  value  with  no  sepa- 
ration, each  note  receiving  diaphragma- 
tic stress  rather  than  articulated 
accents  . 


1 1  i  j  J  i 


s  jy,  t(p  r*j>rff> 


Notes  receive  full  value,  with  very 
loud  attacks,  with  quick  and  large 
dimi  nuendos . 


Notes  are  shortened  in  value,  with 
\/ery    loud  attacks  and  quick  diminuendos 


Notes  receive  some  separation  and  dia- 
phragmatic stress,  rather  than 
articulated  accents. 


3 


Scst*"*^ 


Notes  are  one  flow  of  sound,  with  no 
breaks  between  them. 
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Vacl av  Nelhybel .   Lecturer,  composer,  and  guest  conductor 
( Personal  Interv i  ew )  . 


i 


M 


r£ 


il 


£ 


m 


i 


m 


x>  >> 


jff     9 


^m 


?<*-■*. 


S>   A  /\  s\ 


^ 


^^ 


fpfppp-fp 


I 


jf  r/  sfxf 


^m 


>    >    >   > 


Notes  are  shortened(a  break  between 
notes).   The  beginning  of  each  note  is 
emphasized  with  a  "tah"  tongue,  fol- 
lowed by  a  diminuendo. 

Note  values  are  shortened. 


Notes  are  full  value  with  a  yery    slight 
break  between  them,  with  notes  ireceivinq 
a  "du"  tongue. 


A  continuous  flow  of  sound  with  an  air 
pulse. 


Notes  are  shortened,  receiving  very 
strong  attacks,  with  large  diminuendos 
(bell -tones  )  . 


Notes  are  slightly  shortened,  with  one 
note  leading  to  another  in  a  flow  of 
breath . 


Notes  are  full  value,  with  a  loud  but 
not  hard  attack(da),  followed  by  a 
dimi  nuendo . 


Notes  are  full  value,  with  a  loud  and 
hard  attack(ta),  follwed  by  a  diminuendo 


Notes  are  slightly  shortened,  with  a 
loud  attack  and  no  di mi nuendo ( the 
volume  of  the  note  is  steady. 
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Comments 


Accents  at   the  end  of  a  crescendo  ask  for  an  extra 
push  of  air^or  breath  attack,  like  pushing  the  bow 
bow  at  the  end  of  an  attack:    . 

>*■ > 


Roger  Nixon.   Professor  of  music,  San  Francisco  State 
University! Composer  Survey). 


^r\     J  J  JE^ 


%>    >> 


Notes  receive  full  value(with  each  note 
barely  separated  from  the  next),  with 
loud  attacks  and  quick  decrescendos . 


m 


*   •   •  • 


Notes  shortened  in  value(each  separated 
from  the  next),  without  loud  attacks. 


:p=afc 


Notes  receive  full  value,  with  no 
accents (possi bl y  receiving  stress) 


*=2 


g>  a  j  j  ji 


Jf  Jfrfsf 


Notes  receive  full  value  with  very  loud 
attacks . 


M 


jfrf  *f*f 


Notes  are  shortened  in  value,  with  very 
1  oud  attacks . 


fe 


Notes  receive  full  value,  are  played 
as  a  flow  of  sound,  and  are  either 
barely  articulated  or  receive  dia- 
phragmatic stress. 


Notes  are  one  flow  of  sound,  with 
no  breaks  between  them. 


John  O'Reilly.  Music  editor  and  composer ( Composer  Survey 


m 


=± 


Notes  receive  full  value(with  a  minimum 
of  space  between  notes),  without  loud 
attacks  . 
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i 


M     » — 

>  >  >  *> 


Notes  either  stressed  or  given  a  loud 
attack . 


mm 


•  •  • 

A  A  /I  /I 


j  J  J  J: 


Notes  shortened  in  value(each  separated 
from  the  next),  without  loud  attacks. 


Notes  are  shortened  in  value,  with 
very  loud  attacks  and  quick  diminuendos 


.   •   •  • 


Notes  are  slightly  separated,  receiving 
forceful  attacks  with  slight  decays. 


i 


% 


zTzirzr^- 


Notes  are  a  flow  of  sound  with  the 
beginning  of  each  note  just  barely 
arti  cul ated . 


Is 


JTTi: 


Notes  are  a  flow  of  sound,  with  no 
breaks  between  them. 


Vincent  Persichetti  .   Composition  faculty,  Juilliard 
School,  New  York,  New  York ( Performer  Survey). 


PpPPg 


Notes  receive  full  value(with  a  minimum 
of  space  between  notes),  without  loud 
attacks  . 


£=* 


SE 


z: 


^ 


>  >  >   > 


i>  1 1 1  nn 


afyo  *>  £  *p 


I  il  I  u  J- 


*-* 


J&.  *fc  *&  TO- 


Notes  shortened  in  value(each  separated 
from  the  next),  with  loud  or  very    loud 
attacks,  with  only  slight  diminuendos. 


Notes  receive  full  value(with  each  note 
barely  separated  from  the  next),  with 
loud  attacks  and  quick  decrescendos . 


Notes  are  slightly  separated,  receiving 
forceful  attacks  with  slight  decays. 
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3! 


mm 


Notes  are  shortened  in  value,  with 

very  loud  attacks  and  quick  decrescendos . 


Notes  receive  full  value,  with  notes 
just  barely  articulated  or  started 
by  diaphragmatic  stress. 


m 


hz 


rt-n*i 


Notes  receive  some  separation  and  dia- 
phragmatic stress,  rather  than 
articulated  accents. 


Notes  are  a  flow  of  sound,  with  no 
breaks  between  them. 


James  Ployhar.   School  educator  and  band  composer ( Compo 
ser  Survey) . 


ii 


2e 


mm 


pppfl 


sfk*fa.  *£.*&. 


y    v    v   v 


9=* 


Notes  receive  full  value(with  a  minimum 
of  space  between  notes ) ,wi thout  loud 
attacks. 


Notes  shortened  in  value(each  separated 
from  the  next),  without  loud  attacks. 


Notes  receive  full  value(with  each  note 

barely  separated  from  the  next), 

with  loud  attacks  and  quick  decrescendos 


Notes  shortened  in  value,  receiving 
very  loud  attacks  with  only  slight 
diminuendos. 


Notes  receive  full  value,  with  very 
loud  attacks,  with  quick  and  large 
di  mi  nuendos  . 


Notes  are  shortened  in  value,  with 

^jery    loud  attacks  and  quick  diminuendos. 
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m 


w_Z~  —  ~ 


Notes  receive  full  value  with  no  sepa- 
ration, receiving  diaphragmatic  stress 
rather  than  articulated  accents. 


Notes  are  a  flow  of  sound  with  the  be- 
ginning of  each  note  just  barely 
articul ated . 


Notes  are  one  flow  of  sound,  with  no 
breaks  between  them. 


._.  Reid  Poole.  Professor,  University  of  Fl  or  i  da(Composer 
Survey) . 


Notes  shortened  in  value(each  separated 
from  the  next),  without  loud  attacks. 


h 


ii 


is 


njri 


m 


*?    *>    >•  5~ 


m 


d     P 

>.     "5-     "^    ^ 
.         •        • 


~w — * 


i» 


m 


?~     7-      "5-  ?■ 


Notes  are  barely  articulated,  or  re 
ceive  diaphragmatic  stress. 


Notes  receive  full  value(with  a  minimum 
of  space  between  notes),  without  loud 
attacks . 


Notes  receive  full  value,  with  notes 
louder  than  normal  within  the  prevail 
ing  dynamic(notes  accented  for  the 
whole  of  their  duration). 

Notes  are  shortened  in  value,  with 
either  loud  or  \/ery    loud  attacks  and 
quick  dimi  nuendos . 


Notes  receive  slight  separation,  with 
each  note  stressed  or  leaned  on(a  \/ery 
slight  crescendo  on  each  note). 


Notes  receive  full  value  with  no  sepa- 
ration, receiving  diaphragmatic  stress 
rather  than  articulated  accents. 
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ga  J  J  J  J; 


Notes  are  one  flow  of  sound,  with  no 
breaks  between  them. 


Wi 1 1 i  am  Presser .   Composer,  retired  professor,  University  of 
Southern  Mi ssi ss i ppi ( Composer  Survey) 


i'\    I  i  J  J- 


Notes  receive  full  value(with  a  minimum 
of  space  between  notes),  without  loud 
attacks  . 


m 


>  >  >  > 


Notes  receive  full  value(with  each 
note  barely  separated  from  the  next), 
with  loud  attacks  and  quick  decrescendos 


Notes  shortened  in  value(each  separated 
from  the  next),  without  loud  attacks. 


Comments 


Notes  are  one  flow  of  sound  with  no 
breaks  between  them. 


I  use  a  minimum  of  articulation  marks,  mostly*,  >, 
never  -(tenuto  --means  too  many  different  things),  never 
A  ,  never  sf  or  fz  or  sfz(not  many  players  know  the 
difference).   I  don't  use  "modern"  articulation  signs, 
since  I  write  conservative  music. 

I  use  fp  rarely,  because  so  many  players  regard  it  as 
an  accent  mark  rather  than  a  dynamic  sign.  Even  Bee- 
thoven follows  ff  by  fp.   Surely  he  meant  ffp. 


Alfred  Reed.   Professor  of  music,  University  of  Miami 
(Composer  Survey) . 


I II  J  %  J  I 


Notes  receive  full  value(with  a  minimum 
of  space  between  notes),  without  loud 
attacks. 
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tb 


ll 


h 


Is 


pppfg 


>  f  >> 


T".    • 


S 


i 


jT    J^.  ~   ~ 


-       •       •      • 


*?»    >    »  > 


im 


%.Jz*k& 


A  A  A  A 


^* 


ffcsihjfkjith- 


^^ 


j/&-rfe/&**fe- 


u  j  j  i 


Notes  very  slightly  separated,  with 
loud  attacks  and  notes  stressed. 


Notes  shortened  in  value(each  separated 
from  the  next),  without  loud  attacks. 


Notes  receive  full  value  with  the 
breath  constant,  with  the  tongue  "in 
sertted"  to  create  "broad"  attack 
("da"  not  "ta"). 

Notes  slightly  separated,  receiving 
forceful  attacks  and  slight  decays. 


Notes  receive  full  value,  with  notes 
louder  than  normal  within  the  prevail 
ing  dynamic ( notes  accented  for  the 
whole  of  their  duration). 

Notes  shortened  in  value,  receiving 
very    loud  attacks  with  only  slight 
dimi  nuendos . 


Notes  are  shortened  in  value,  with 
very  loud  attacks  and  quick  diminuendos 


Notes  are  a  flow  of  sound  with  the  be 
ginning  of  each  note  barely 
articul ated(the  "smoothest"  possible 
attack  before  a  true  slur). 

Notes  are  one  flow  of  sound,  with  no 
breaks  between  them(a  true  slur). 


Verne  Reynolds.   Professor,  Eastman  School  of  Music, 
Rochester,  New  York ( Performer  Survey). 


|  §  J   M   [ 


Notes  receive  full  value(with  a  minimum 
of  space  between  notes),  without  loud 
attacks  . 
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fe=E 


fe 


m 


x>>> 


Is 


T".  .  • 


P^ 


1^»  r&.^b-»£> 


P§ 


T    •      •  • 


«£  :>  j  j  j  i 


Notes  receive  full  value(with  each 
note  barely  separated  from  the  next), 
with  loud  attacks  and  quick 
decrescendos  . 

Notes  shortened  in  value(each  separated 
from  the  next),  without  loud  attacks. 


Notes  are  shortened  in  value,  with 
very    loud  attacks  and  quick  diminuendos 


Notes  receive  some  separation  and  dia- 
phragmatic stress,  rather  than 
articulated  accents. 


Notes  receive  full  value  with  no  sepa- 
ration, receiving  diaphragmatic  stress, 
rather  than   articulated  accents. 


Notes  are  one  flow  of  sound,  with  no 
breaks  between  them. 


Harol d  Schi  f f man .   Professor  of  composi ti on (Emer i tus ) , 
Florida  State  Uni versi ty( Performer  Survey). 


0  -  T 


Notes  receive  full  value(with  a  mimimum 
of  space  between  notes),  without  loud 
attacks . 


in 


m 


Notes  shortened  in  value(each  separated 
from  the  next),  without  loud  attacks. 


fc=3 


'^    ^  J     J  J  1 


A   A  A  A 


zc\ 


a 


Notes  shortened  in  value,  receiving 
forceful  attacks  with  slight  decays 


Notes  shortened  in  value,  receiving 
very    strong  attacks. 
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i 


i 


spi 


» 


sfc-*fc.*fa*fe- 


I J  J.I 


^^ 


Notes  receive  slight  or  some  separation, 
with  each  note  stressed  or  leaned  o  n  ( a 
very  slight  crescendo  on  each  note). 


Notes  receive  full  value(with  each  note 
barely  separated  from  the  next),  with 
loud  or  very  loud  attacks  and  with 
quick  and  large  diminuendos. 

Notes  receive  full  value  with  no  sepa- 
ration, receiving  diaphragmatic  stress 
rather  than  articulated  accents. 


Notes  receive  some  separation  and  dia 
phragmatic  stress,  rather  than 
articulated  accents. 


Notes  are  one  flow  of  sound,  with  no 
breaks  between  them. 


Jared  Spears.   Professor  of  composition,  Arkansas  State 
Uni versi ty(Composer   Survey). 


fe 


1E3E 


Notes  receive  full  value,  with  no  break 
in  the  air  column,  without  loud 
attacks . 


r; 


£  >  ?  > 


Notes  receive  full  value(with  each  note 
barely  separated  from  the  next),  with 
loud  attacks  and  quick  decrescendos . 


(fc  'l\     J    J  Jll 


•  • 


Notes  shortened  in  value(each  separated 
from  the  next),  without  loud  attacks. 


mm 


p^ 


•     •       mi.         -* 


Notes  receive  full  value,  with  each 
note  stressed  or  leaned  upon(perhaps 
with  each  note  receiving  a  slight 
crescendo  )  . 

Notes  are  slightly  separated,  receiving 
forceful  attacks  with  slight  decays. 
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al 


A  A  A  A 


z: 


m 


Zi 


A  A   A  A 


Notes  are  shortened  in  value,  with 
very  loud  attacks  and  quick  diminuendos 


Notes  receive  full  value,  with  very 
loud  attacks  and  with  quick  an  large 
diminuendos. 


Notes  are  a  flow  of  sound  with  the  be- 
ginning of  each  note  just  barely 
articulated. 


Notes  are  one  flow  of  sound,  with  no 
breaks  between  them. 


Edward  Troupin.   Professor,  University  of  Fl or i da ( Compo- 
ser Survey) . 


31 


B 


£.  >    >  > 


3 


•  •  •  • 


Notes  receive  full  value(with  each 
note  barely  separated  from  the  next), 
with  loud  attacks  and  quick  decrescendos 


Notes  shortened  in  value(each  separated 
from  the  next),  without  loud  attacks. 


^m 


j  1  j  j  1 1 


•  »  • 


r>  >  >  > 


j  •  •  • 


Notes  receive  full  value(with  a  minimum 
of  space  between  notes),  without  loud 
attacks . 


Notes  shortened  in  value,  with  loud 
attacks . 


Notes  are  shortened  in  value,  receiving 
very    loud  attacks. 


Notes  receive  full  value  with  very 
loud  attacks,  with  quick  and  large 
diminuendos. 
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•   •  • 


>  ?»  >  5" 


IWi 


•   •   • 


jg  ii  j  j  j  i 


Notes  are  slightly  separated,  receiving 
forceful  attacks  with  slight  decays. 


Notes  receive  some  separation  and  dia- 
phragmatic stress,  rather  than 
articulated  accents. 


Notes  receive  slight  or  some  separation, 
with  each  note  stressed  or  leaned  upon. 


Notes  are  one  flow  of  sound,  with  no 
breaks  between  them. 


Comments 


I n  general  : 

dots— *space  before  following  note 
dashes — »fulj  length  and  \    accent 
accents    -»  ^mm—m^tm—* — 

I  hate  the  *"^C  -<1  thing  from  brass  players! 

sfz — ^stronger  accent  than  >,  and  probably  less 

diminuendo 

*»  ~~"*  a  confusing  marking  to  be  avoided 


Fisher  Tu!1.   Chairman,  Department  of  Music,  Sam  Houston 
State  Umversity(Composer  Survey). 


J''  J  1 11 


is  -I  i  j  j  i 


•    •  • 


Notes  receive  full  value(with  some 
space  between  notes),  without  loud 
attacks,  with  each  note  stressed. 


Notes  shortened  in  value(each  separated 
from  the  next),  without  loud  attacks. 


*m 


A  *  "        * 

A  A   A  A 


m 


Notes  shortened  in  value(each  separated 
from  the  next),  with  loud  attacks. 


Notes  are  shortened  in  value,  receiving 
very    loud  attacks. 
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k=z 


igj  J  J  J  i 


fe 


pi 


•>  >  >  > 


Notes  receive  full  value,  notes  louder 
than  normal  within  the  prevailing  dyna- 
mic (  accented  for  the  whole  of  their 
duration) . 

Notes  are  slightly  separated,  receiving 
forceful  attacks  with  slight  decays. 


ilPpp^ 


Notes  are  a  flow  of  sound  with  the  be- 
ginning of  each  note  either  barely 
articulated  or  receiving  diaphragmatic 
stress . 

Notes  receive  separation  and  diaphrag- 
matic stress,  rather  than  articulated 
accents . 


#-* 


m 


Notes  are  one  flow  of  sound,  with  no 
breaks  between  them. 


David  Uber.   Professor  of  music,  Trenton  State  College, 
New  Jersey ( Composer  Survey) 


Jt2 


i.       I   J  J  J 

?*■ — '  a  »  *— £- 


Notes  receive  full  value(with  a  minimum 
of  space  between  notes),  without  loud 
attacks,  with  each  note  stressed. 


i ,l  j  ^ J 


->     >  .>  5> 


l\   il   I  J  ,§ 


•  •  • 


Notes  receive  full  value(with  each 
note  barely  separated  from  the  next), 
with  loud  attacks  and  quick  decrescendos 


Notes  shortened  in  value(each  separated 
from  the  next),  without  loud  attacks, 
possibly  using  diaphragmatic  stress. 


J  it  j  J   I  I 


>  •>  >  > 


J'lJJJj. 


•Hk  ifttfc&r 


Notes  shortened  in  value,  with  very 
loud  attacks  and  slight  decays. 


Notes  are  shortened  in  value,  with 
very    loud  attacks  and  quick  diminuendos 
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'I  J  J  ±j 


utinulo 


Notes  are  one  flow  of  sound,  with  no 
breaks  between  them. 


Budd  Udel 1  .   Professor,  University  of  Fl or i da( Composer 
Survey) . 


=^ 


Notes  receive  full  value(with  a  minimum 
of  space  between  notes),  without  loud 
attacks. 


i>  'Ujji 


>  r>  >  > 


Notes  receive  full  value(with  each  note 
barely  separated  from  the  next),  with 
1  oud  attacks  and  quick  decrescendos . 


HI 


•     » 


Notes  shortened  in  value(each  separated 
from  the  next),  without  loud  attacks. 


^ffff 


Notes  receive  full  value,  with  each 
note  stressed  or  leaned  upon(each 
note  receiving  a  slight  crescendo). 


*-+ 


•  •   •  • 


Notes  receive  slight  separation,  with 
each  note  stressed  or  leaned  upon. 


zz. 


V       •   •   • 


2 


3* 


mm 


ify  tfp  <*~r  **p 


4  1 1 1 1 


Notes  shortened  in  value,  receiving 
very  loud  attacks,  with  only  slight 
diminuendos. 


Notes  receive  full  value,  with  very 
loud  attacks  ,  with  quick  and  large 
dimi  nuendos . 


Notes  receive  full  value  with  no  sepa- 
ration, receiving  diaphragmatic  stress 
rather  than  articulated  accents. 


Notes  are  a  flow  of  sound,  with  the  be 
ginning  of  each  note  just  barely 
art i  cu 1 ated  . 
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Notes  receive  some  separation  and  dia- 
phragmatic stress,  rather  than 
articulated  accents. 


Notes  are  a  flow  of  sound,  with  no 
breaks  between  them. 


Donald  White.   Chairman,  Music  Department,  Central 
Washington  Un i vers i ty( Performer  Survey). 


5tt=. fJ  J  J 


A  A  /N/s, 


^^ 


Notes  receive  full  value(with  a  minimum 
of  space  between  notes),  without  loud 
attacks,  with  each  note  stressed. 


Notes  shortened  in  value(each  separated 
from  the  next),  with  loud  attacks. 


ie 


f 


•  •  • 


Notes  receive  slight  or  some  separation, 
with  each  note  stressed  or  leaned  upon. 


^^m 


Ji  jjjj- 


ii  A  J  J  J:§ 


z>  -»  2~  > 


Npppl 


sip  sjj,rfr*fr 


Notes  receive  full  value(each  note 
barely  separated  from  the  next),  with 
loud  attacks  and  quick  decrescendos . 


Notes  receive  full  value,  with  very 
loud  attacks  and  quick  decrescendos 


Notes  are  slightly  separated,  receiving 
forceful  attacks  with  slight  decays. 


Notes  are  shortened  in  value,  with 
very  loud  attacks  and  quick  diminuendos 


Notes  receive  some  separation  and  dia 
phragmatic  stress,  rather  than 
art i  cul ated  accents  . 
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t*<f4-H-C*ihnO 


Notes  are  a  flow  of  sound,  with  the  be 
ginning  of  each  note  just  barely 
arti  cul ated . 


Notes  are  one  flow  of  sound,  with  no 
breaks  between  them. 


John  White.   Professor,  University  of  F 1  or i da ( Composer 
Survey) 


i 


3 


J}  V 


i^ 


Notes  receive  full  value(with  a  minimum 
of  space  between  notes),  without  loud 
attacks . 


J>  >  >   > 


Notes  receive  full  value(with  each  note 
barely  separated  from  the  next),  with 
loud  or  very    loud  attacks  and  quick 
decrescendos . 


2; 


m 


Notes  are  slightly  separated,  receiving 
forceful   attacks  with  slight  decays. 


5S: 


^     r-r 


m 


>  >  >  > 


Notes  are  shortened  in  value,  receiving 
very  loud  attacks,  with  only  a  slight 
diminuendo. 


3J 


#-» 


m 


Notes  receive  full  value  with  no  sepa- 
ration, each  note  leaned  on  or  stressed 
either  receiving  diaphragmatic  stress 
or  barely  articulated. 

Notes  receive  slight  separation,  with 
each  note  leaned  upon  receiving  dia- 
phragmat  i  c  stress . 


i 


Hv  iffWo 


V-*1 


m 


Notes  are  one  flow  of  sound,  with  no 
breaks  between  them. 
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Richard  Willis.   Professor  of  composition,  Baylor  Univer^ 
sity(McBetb  Book)  . 


ill  j  j  J I 


>  •*  >  > 


A  forceful  attack  on  each  note 


z 


m 


Notes  should  be  held  full  value  and 
stressed  slightly  without  initial 
accent . 


Notes  should  be  given  a  slight  empha 
sis  and  perhaps  a  rubato  lengthening 


A  detachment  between  notes 


J    J    **  S 


£  >  .>>■ 


Notes  are  full  value,  given  an  initial 
accent  and  stressed. 


23 


A  A   A  A 


P^ 


Notes  receive  a  very   forceful  attack 
(only  used  in  higher  dynamic  levels) 
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